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“[The] product of architecture can at least partly be understood as an endless live performance”(Van Berkel 
& Bos, 2008 , p. 135).
As central ciƟ es such as Wellington become more event orientated, there is a greater need for a network 
of innovaƟ ve performance venues (temporary or permanent) to meet public demand. The exisƟ ng theatre 
spaces within Wellington are currently limited in size and the spaces are diﬃ  cult to adapt to meet the needs 
of diﬀ erent performances. The thesis invesƟ gates this problem.
The thesis proposes to develop a network of mulƟ funcƟ onal performance spaces outside tradiƟ onal theatre 
spaces in areas which are generally used as high acƟ vity public spaces and thoroughfares. This will result in 
not only new opportuniƟ es for theatre design and new types of adapƟ ve performance, but, as performance 
is removed from a tradiƟ onally controlled environment, it will create urban spaces that are mulƟ -funcƟ onal 
and a beƩ er fi t for a variety of experiences and uses.
Several precedents are analysed with regard to the creaƟ on of new boundaries and mulƟ ple funcƟ onaliƟ es 
in a more contemporary seƫ  ng. Public realm typologies are also explored for their capacity to be blended 
in form and funcƟ on to create hybrid, mulƟ -funcƟ onal spaces. The resulƟ ng design strategy is applied in a 
series of design experiments to the selected subject site on Wellington’s waterfront. The experiments are 
then evaluated to aid in the development of an appropriate outdoor theatre network that will enliven the 
city and encourage performers to create a new style of theatre. 
The proposed design is developed from and through the research, and will benefi t Wellington for many 
reasons. Firstly, the design will produce greater adaptability and permeability of the performance space in 
Wellington. Secondly, because theatres in Wellington are currently disengaged from their surrounding con-
text, the proposed building will have a strong indoor/outdoor connecƟ on that encourages the use of diverse 
performance in and around the building. Thirdly, by placing the building in or near circulaƟ on paths, it will 
provide an interacƟ ve and engaging space for audiences.    
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4CHAPTER 1.0 INTRODUCTION
AƩ ending the theatre or a performance is a means of cultural engagement and a leisure acƟ vity that people 
have experienced in mulƟ ple ways for centuries. As people and technology develop and new styles of 
performance emerge, theatre space has remained relaƟ vely staƟ c. This thesis analyses the development 
of theatre and proposes how theatre performance spaces can develop in the future in order to maintain 
audience interest and meet the demands of diﬀ erent performance styles emerging in the 21st century. There 
is potenƟ al for a wide range of performance styles to be housed in the same theatre as there are oŌ en not 
enough resources to support, or the audience to fi ll, several theatres around town, each dedicated to a 
specifi c performance style (Reid, Stages for Tomorrow, 1998, p. 28).
The research will focus on live performances within Wellington city, which is commonly known as the ‘Arts 
Capital’ of New Zealand and home to a number of performing arts insƟ tuƟ ons. As the host of mulƟ ple 
performing arts events every year, there is an ever increasing demand for exciƟ ng and innovaƟ ve performance 
spaces in Wellington to maintain compeƟ Ɵ on and interest.
Wellington City Council is concerned that due to Wellington’s lack of suitable performance venues, the 
capital is potenƟ ally losing a lot of money to Auckland (Fisher, 2010). The council has spoken of proposals 
for a new performance venue for Wellington, replacing the TSB Arena or placing it on another potenƟ al site 
around Wellington. There was the opƟ on to expand the TSB Arena to include a crowd capacity of over 7000. 
However, the research will be focusing on the crowd capacity gap that currently exists in Wellington which 
is between 400 and 1400.
Performance, as a concept, connotes movement and fl uidity; it is dynamic, and constantly changing, 
therefore the new design strategy will not be limited to one specifi c site within the city. The exisƟ ng 
scope and variety of performances can be increased and mulƟ plied by using diﬀ erent spaces that are not 
tradiƟ onally associated with theatre. By using architecturally and socially signifi cant places (as opposed 
and/or in addiƟ on to typical opera houses), performance can widen its audience and become more relevant 
to a democraƟ c and heterogeneous society (Crabtree, 2011). This form of innovaƟ ve performance venue 
will sƟ mulate and culƟ vate interest and enthusiasm in theatre performances. In addiƟ on, these venues will 
spark the development of local performing arts groups, which will further add to Wellington’s image as a 
cultural hub and the ‘Arts Capital’ of New Zealand.
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There has been extensive research into the development of adaptable and innovaƟ ve performance spaces 
overseas, with dance choreographers in parƟ cular. Many successful precedents have broken down the 
tradiƟ onal barriers of the theatre by placing performance in public spaces, both indoors and outdoors. Given 
the success of these precedents it is worth invesƟ gaƟ ng how this could then translate and be applied to 
Wellington.
The aim of the research then, is to develop an understanding of the role that architecture can play in the 
adaptaƟ on of the tradiƟ onal theatre into a more dynamic and contemporary space. One of the primary 
outcomes from this study will be to provide opƟ ons for Wellington for innovaƟ ve theatre spaces that are 
diﬀ erent to the exisƟ ng tradiƟ onal, enclosed theatre spaces that currently exist in the city. The following 
research will explore appropriate techniques and approaches to create a successful performance space that 
will meet the requirements of the city. 
The research is comprised of 7 addiƟ onal chapters and they are outlined as followed:
Chapter 2 outlines the overall scope of the project, defi nes the aim of the research and discusses the method 
in which research will be conducted. 
Chapter 3 outlines the development through history of performance space. The review will provide a 
background upon which the research can build and will be used to help idenƟ fy gaps where further study 
would be benefi cial. The review compiles all of the relevant theoreƟ cal texts concerning the development of 
performance space, where it has come from and where it is heading. It is presented in chronological order, 
and will end with a series of further ideas to be explored that will direct the next stage for research into 
performance space development. 
Chapter 4 analyses 15 exisƟ ng performance spaces or performances covering a range of diﬀ erent performance 
styles. A set of criteria is established from the literature review and is used to analyse each of the precedents 
for their performance potenƟ al. Several precedents are also analysed for their urban qualiƟ es and in 
parƟ cular their indoor/outdoor relaƟ onship, as a majority of the precedents are in the urban realm. 
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Chapter 5 considers the various key elements and gaps idenƟ fi ed in both the literature review and the 
precedent analysis. Chapter 5 also highlights the research methods which includes a quesƟ onnaire 
with members of the public and interviews targeƟ ng members of performing arts. Results from the 
aforemenƟ oned research are then analysed and discussed to ulƟ mately ascertain the fi nal design and 
research method. Wellington’s current performance spaces are highlighted to acknowledge what currently 
exists. The criteria developed from the precedent analysis is then used to select sites around Wellington that 
could be potenƟ al sites for performance. Eight sites are then idenƟ fi ed and described for their alternaƟ ve 
performance venue potenƟ al. One of eight selected spaces is highlighted that would ideally benefi t and 
suit the design intervenƟ on of the new theatre space. The remaining selected sites are developed to form a 
network of performance sites around the city.
Chapter 6 presents the design parameters. Based on fi ndings from the previous chapters, Chapter 6 will 
idenƟ fy the brief, client, context, design process, anƟ cipated outcome and where the research method is 
developed and tested.  
Chapter 7 discusses the ensuing design exploraƟ on and experimentaƟ on while applying the methods and 
ideas idenƟ fi ed and developed in previous chapters. Ideas and issues that arise through the outcome of 
this design are then discussed and aligned with the development of a proposed performance centre in 
Wellington.  Finally, a resolved design decision for each objecƟ ve is obtained by analysis of each experiment 
and their respecƟ ve theoreƟ cal arguments. 
Chapter 8 will conclude the research with a summary of the enƟ re thesis, proposing answers to quesƟ ons 
posed.
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2 . 0   I n t r o d u c t i o n
This chapter provides an outline of the aims, objecƟ ves and the scope of the research. It also arƟ culates 
the research methodology.
2 . 1   R e a s o n s  f o r  t o p i c  c h o i c e 
Interest in this research area was born out of personal experience with performing arts, both as an audience 
member and as a performer based in Wellington. Wellington’s extensive theatrical community makes 
exploraƟ on into such realms possible. Personal familiarity with performance highlighted an apparent lack of, 
and potenƟ al for, mulƟ funcƟ onal performance spaces outside of the tradiƟ onal theatre space in Wellington. 
Including theatre space that is responsive to the modern day performance styles. 
2 . 2   P r o b l e m  s t a t e m e n t
An ever-increasing variety of performance styles creates various demands for innovaƟ ve ways to keep 
audiences entertained and aƩ ending performances. There is a lack of such spaces catering for these demands 
in urban centres like Wellington, and there is an opportunity to benefi t the people and the city by meeƟ ng 
these demands through architectural design. Research is required to idenƟ fy the various ideas, problems, 
and theoreƟ cal gaps associated with performance spaces in order to determine how these demands can be 
met and addressed to benefi t performers and audiences alike.
CHAPTER 2.0 AIM AND SCOPE 11
2 . 3   A i m
The primary aim of this paper is to develop a method of research which defi nes the intersecƟ on between 
architecture and performance, in order to increase the potenƟ al for innovaƟ on within both performance 
choreography and architecture in the public realm. 
In addiƟ on to this, the paper aims to establish a body of research which will generate design ideas for 
innovaƟ ve performance spaces within the context of the limited scope associated with Wellington’s exisƟ ng 
performance venues.
2 . 4   O b j e c t i v e s
The objecƟ ves of the research are as follows:
• IdenƟ fy the essenƟ al qualiƟ es of a theatre space and translate them to the public realm
• Establish, through the literature review and precedent analysis, a set of criteria that will help 
generate ideas based on adaptability and innovaƟ on for the design of a successful performance 
space in the public realm
• Establish, through appropriate analysis, a network of suitable performance sites throughout the 
city
• Design a building on one of the chosen sites that has the ability to house performances
• Analyse the design against the established criteria 
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2 . 5   T h e s i s  s t a t e m e n t 
There is a demand in Wellington for more event-orientated spaces that are adaptable and original, both 
for the performer and the audience. The creaƟ on of new, innovaƟ ve and adapƟ ve performance spaces in 
the public realm will engage a diverse audience and express the creaƟ vity of performance to those least 
expecƟ ng it.
2 . 6   S c o p e  o f  r e s e a r c h
The study will explore ways to create an adaptable and innovaƟ ve performance space outside the tradiƟ onal 
parameters of the theatre and explore the ways in which performances can be more interacƟ ve with 
everyday life. The research will be limited to examining spaces that host live performances such as dance, 
drama, music and singing and will consist of an intervenƟ on on one site of a network of sites in Wellington.
There are a number of notable limitaƟ ons of the research. They include:
A quesƟ onnaire, conducted in order to help guide the design process, has limitaƟ ons due to the amount of 
people involved. Only 50 quesƟ onnaires were conducted. A greater number distributed across the general 
public would have allowed for beƩ er representaƟ on however due to Ɵ me limits and appropriateness more 
quesƟ onnaires would not have been feasible for the invesƟ gaƟ on.
Interviews were also used to help guide the design process and this was limited because there were only 
eight interviews conducted. That number of interviewees only represents a small porƟ on of members in 
the performing arts industry, and again due to Ɵ me limitaƟ ons and appropriateness for the invesƟ gaƟ on, 
addiƟ onal interviews were not feasible.
AcousƟ cs have not been dealt with in any detail. There are strict requirement for acousƟ cs in theatre design 
and pursuing that element would have been too diﬃ  cult to achieve in the Ɵ me frame available. This would 
be something to consider for future research.
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A fi nal limitaƟ on of the research is the locality. The invesƟ gaƟ on is applied to Wellington which supports 
the performing arts and is geared towards supporƟ ng such undertakings. Results of the quesƟ onnaire and 
interview could potenƟ ally have varied had the research been applied in other areas.
2 . 7   D e s c r i p t i o n  o f  m e t h o d o l o g y
This secƟ on will outline the methods that will be used for the research and design process and the reason for 
selecƟ ng the methods. Two research methods have been used: ‘research for design’ and ‘research through 
design’.
The primary methodology incorporated for this study is a combinaƟ on of both theory and design infl uencing 
each other to achieve success in research. This method is referred to as “Research through Design” where 
‘design’ is the generaƟ ve producƟ on of fi gural schemes that lead to built forms (Groat & Wang, 2002, p. 
101). Research is a fact based acƟ vity and design, a series of subjecƟ ve commitments resulƟ ng in an inherent 
divide between the two. However, research can aid the design process in many ways and both design and 
research are equal in intellectual signifi cance (Groat & Wang, 2002, p. 102).
‘Research for design’ uses facts to develop a quesƟ on and framework, from this the site is then analysed 
including the requirements for performance. When comparing this to ‘research through design’, this theory 
uses design as a method of inquiry and is an interacƟ ve process
In design, for any given project there is an interacƟ ve process by which some direcƟ on is embarked upon 
and the basic research is undertaken to enable that; then as the designer learns more through processes 
of designing, new research for design becomes necessary, fi rst to help form new ideas and then to produce 
new informaƟ on to contribute to the tesƟ ng of new ideas (Downton, 2003, p.22).
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Research for design is carried out over the enƟ re design process to support designing in whatever way the 
designers requires. Another research acƟ vity is examining precedents that have a similar design intenƟ on in 
a posiƟ ve and negaƟ ve manner (Downton, 2003, p.19). These outcomes are then interpreted and applied 
to the design research. Analysing precedents is conducted as a way of learning about or refl ecƟ ng on design 
and is directed towards a specifi c project. Research through design uses a process of conƟ nuous tesƟ ng 
through modeling, remodeling and theory. 
The relaƟ onship between research and design is directly infl uenƟ al on the design process, parƟ cularly 
where theories can be applied to drive the design process. From here, the design can then be criƟ qued and 
developed against the research by documenƟ ng the design process undertaken throughout the thesis and 
applying theories that arise in the literature review and precedent analysis.
A reason for choosing this method of research is that it leads to realisaƟ ons about the limits of the possible, 
or at least encourages a decision to explore why others have not pursued a parƟ cular direcƟ on that appears 
to be absent within the range of designs discovered (Downton, 2003, p.130). This allows a thorough way 
of producing a product that is refl ecƟ ve of both theory and precedents. This will ensure that a design is 
achieved that is relevant to current research. 
The research methodology also includes an analysis of precedents, as well as quesƟ onnaires and interviews 
conducted to obtain raw data from both performers and members of the public audience. The following 
methods will be used:
1. Background: Analyse current opportuniƟ es for theatre in Wellington. What currently exists and 
what does and does not work?
2. Literature analysis: Analyse literature on adapƟ ve and innovaƟ ve performance spaces, and designing 
public realms
3. Precedent analysis: Analyse precedents for their innovaƟ ve audience/performer boundaries and 
adaptability. Precedents in the public realm will also be analysed for their capacity to be blended in 
form and funcƟ on to create a hybrid, mulƟ -funcƟ onal space. The resulƟ ng design strategy will be 
applied in a series of design experiments
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4. Site analysis: Highlight opportuniƟ es for adaptaƟ on inherent in the public domain. What is currently 
considered successful in informal and formal spaces? Undertake a Ɵ me and space analysis to 
understand why and when the spaces are used
5. Interviews/quesƟ onnaires: Conduct a series of interviews, which involves gaining input from 
parƟ cipants of the performing arts sector. Conduct quesƟ onnaires with members of the public
6. Design: Develop a series of design experiments, apply to the chosen site and evaluate taking into 
account the body of research, theories and the objecƟ ves
In the following chapters, the study will explore, test and then criƟ que conceptual ideas that arise during 
the literature review and precedent analysis. The design will then demonstrate how such theories can 
successfully generate a work of architecture that refl ects the research.
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3 . 0   I n t r o d u c t i o n
This thesis seeks to develop strategies for the design of more innovaƟ ve and adaptable performance spaces 
that have a stronger interacƟ on with the urban realm. In order to successfully invesƟ gate such a noƟ on, it 
is important to understand what performance is, including how and why it has been applied to the public 
realm in recent years. 
In this secƟ on, literature on theory and performance spaces associated with the development of performance 
venues will be analysed. ParƟ cular aƩ enƟ on will be given to spaƟ al qualiƟ es and how those qualiƟ es have 
evolved over Ɵ me. This will be followed by a discussion on how ideas linked with spaƟ al evoluƟ on can 
benefi t future developments. 
The literature review outlines the issues in chronological order from the history of the performance space 
to the more recent adaptaƟ ons of the performance space, ulƟ mately leading to ideas, issues and quesƟ ons 
on the topic. 
3 . 1   T h e  h i s t o r y  o f  t h e  p e r f o r m a n c e  s p a c e  a n d  t h e  a u d i e n c e /    
 p e r f o r m e r  r e l a t i o n s h i p
Tradi? onal theatre
It is important to establish the early history of the performance space and the performers’ interacƟ on with 
that space, as it creates a basis for evoluƟ on and comparison. There is evidence in literature that the Greeks 
tradiƟ onally used outdoor performance space such as amphitheaters from around 1st to the 5th C AD (Rehm, 
1994, p. 4), before eventually moving to indoor theatres. Auditorium performance space then became the 
only place that audience and performers would come together (Rendell, 2002, p. 122). Not only was theatre 
a place for performance, it was also an insƟ tuƟ on of social and poliƟ cal interacƟ on where the internal 
hierarchy of the auditorium emulated the social order (PelleƟ er, 2006, p. 78). Greek theatres illustrate a 
direct relaƟ onship in the performance with the audience being an acƟ ve parƟ cipant (BenneƩ , 1990). 
19CHAPTER 3.0 DEVELOPMENT OF THE PERFORMANCE SPACE
Architecture in Words, by Louise PelleƟ er outlines a clear history of the development of theatre space. 
PelleƟ er focuses on the early development of theatre with Ɵ ered seaƟ ng on a hill side and a circular acƟ ng 
plaƞ orm. Francis Reid follows on from this, staƟ ng the need to get audience and performers closer together 
was saƟ sfi ed by placing seaƟ ng in a semi-circle around the performance. Theatre performance was a huge 
success from the development of the Globe Theatre in 1599. The Globe Theatre was an open arena based 
on the Roman Coliseum, but built on a much smaller scale. It was a thrust stage in an encircling courtyard 
which was surrounded by a 300 degree audience in galleries and on the ground (Reid, Theatre Space, 2006, 
p. 210).
The growth of opera in the 17th century molded theatre buildings in the basic form that was emerging 
everywhere; the proscenium framed scenic stage facing a galleried auditorium (Reid, Theatre Space, 2006, 
p. 211). Development of the proscenium arch occurred throughout the 18th, 19th and 20th centuries and 
this design iniƟ aƟ ve is sƟ ll prominent today, especially in opera houses. Opera composer, Paul Crabtree, 
states that if opera is to survive the transiƟ on to the “iPod” generaƟ on, it needs an aƩ racƟ ve and adaptable 
repertoire that takes advantage of enƟ rely new circumstances independent of the demands of proscenium 
theatres (Crabtree, 2011). The theatre has a basic problem: the proscenium stage is passé. Opera houses and 
other tradiƟ onal theatres have inadvertently entombed the art they celebrate by freezing it as a museum 
specimen rather than encouraging it to expand and contract as a living enƟ ty (Crabtree, 2011). The Opera 
House in Wellington has been a social and entertainment venue since 1914 and is an icon of early 20th 
century architecture. However, the architecture has remained staƟ c. It has been suggested that innovaƟ on 
will not occur in this style of theatre (opera house) because it is frozen in Ɵ me by the weight of tradiƟ on 
(PelleƟ er, 2006, p.78). Therefore a new theatre design may be required in addiƟ on to these tradiƟ onal 
theatres, while sƟ ll preserving the history that currently exists in Wellington.
The relaƟ onship of the spectator to the stage has been a consideraƟ on of theatre architects since the 
renaissance but the manipulaƟ on of space has always been based on tradiƟ onal themes (Aronson, 1981). In 
contrast, Walter Gropius designed the Total Theatre in 1926, re-creaƟ ng the stage for fl exibility with mulƟ ple 
stages. Gropius had a goal to destroy the implicit psychological separaƟ on of the performer and spectator, to 
eliminate the fl atness of the stage and create a dynamic environment (Aronson, 1981, p. 495). This scheme 
proved too advanced to be built and it was not unƟ l 50 years later that Gropius’s philosophies were adopted. 
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Adaptable theatre
In the mid-20th century there were many discussions about adaptable theatres and the actor-
audience relaƟ onship (Reid, Theatre Space, 2006, p. 215). There was a growing demand for a new 
style of theatre [constrained by the infl exibility of building materials, such as concrete]. This in 
turn fuelled desires for an adaptable theatre which could cope with every style of producƟ on from 
inƟ mate drama to grand opera, from proscenium via thrust to full encircled theatre in-the-round, 
and to audiences of widely varying sizes (Reid, Theatre Space, 2006, p. 216). A space needs to have 
the adaptability to house a small or a large audience. When a theatre has very few spectators, the 
sense of the audience as a group can be destroyed. This fragmentaƟ on of the collecƟ ve can have 
the side eﬀ ect of psychological discomfort for the individual, which inhibits response (BenneƩ , 
1990, p. 140). 
In 1961, an internaƟ onal conference was held in London on ‘adaptable theatres’. There was a 
consensus that adaptability was a strictly limited concept: if a theatre tried to do too many things, 
it ended up doing none of them well (Reid, Theatre Space, 2006, p. 216).  This is a key element that 
needs to be considered in the design: to remain simple while achieving adaptability.
Susan BenneƩ , in Theatre Audiences, explores the spectators’ role, parƟ cularly, the relaƟ onship 
between the producƟ on and recepƟ on. She focuses on non-tradiƟ onal theatres that emerged 
between 1960 and 1990. Her theory of the audiences’ role brings spectators to the foreground, 
emphasising their creaƟ ve involvement and showing how they contribute to theatre producƟ ons 
(BenneƩ , 1990). Theatre-going is commonly thought of as a middle class occupaƟ on, however 
over the past 30 years many theatres have emerged which speak for dominated and generally 
marginalised people and the proliferaƟ on of these groups demands new defi niƟ ons of theatre, 
and recogniƟ on of new non-tradiƟ onal theatres (BenneƩ , 1990, p. 1). 
In Buildings for the Performing Arts by Ian Appleton, Appleton highlights that the counter-aƩ racƟ on 
of other leisure acƟ viƟ es, in parƟ cular the introducƟ on of cinema and television in the late 20th 
century, resulted in theatre buildings being perceived as obsolete (Appleton, 2008, p. 4). 
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In the 21st century as technology developed, expectaƟ ons were adjusted and experiences have widened, so 
to maintain interest in the theatre space it is necessary to place ameniƟ es within the surrounding context of 
the theatre. These include ancillary accommodaƟ on, bars and restaurants as well as the building providing 
all-day acƟ viƟ es. This concept is also addressed in Theatre Audiences, where the foyer has to maintain 
an integrated social occasion for the audience which is enhanced with cloakrooms, restaurants, bars and 
stores selling theatre related goods (BenneƩ , 1990, p. 139). In an endeavor to aƩ ract larger and presumably 
more appreciaƟ ve audiences, foyers became the site of addiƟ onal cultural aƩ racƟ ons, such as exhibiƟ ons, 
celebraƟ ons, and performances (BenneƩ , 1990, p. 139). Theatre Space: A Rediscovery Reported, highlights 
that theatre buildings are not essenƟ al for performance. The roots of drama lie in the interacƟ on between 
actor and audience, and there are regular pleas to return to these roots (Reid, Theatre Space, 2006, p. 207).
Another approach to adaptable theatre design is to view theatre space as “empty space”. Peter Brook, 
theatre director, looks for ways to wipe away the 19th century noƟ ons of a theatre by establishing the theatre 
as “empty space”. He began by eradicaƟ ng the ‘tradiƟ onal’ trappings of stage and auditorium: rows of 
seats, controlled exits, raised podium, curtains, and the proscenium arch, those which reinforce the divide 
between real and ideal. As a result, Brook succeeds in creaƟ ng a space which not only becomes a site for 
performance, but is also a performance itself (Dorita, 2008, p. 10). 
Other benefi ts associated with supporƟ ng and encouraging the performing arts into the 21st century include; 
preserving cultural heritage, conƟ nuity of art forms, supporƟ ng local talent as well as educaƟ onal benefi ts. 
Another benefi t is seeing the performing arts as an acceptable complementary acƟ vity to work and domesƟ c 
obligaƟ ons as a posiƟ ve use of leisure Ɵ me that enriches life culturally and also socially (Crabtree, 2011).
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Performance and architecture
Over the past decade there has been much interest in the fi eld of architecture and performance, 
and the connecƟ on between these two disciplines. Experts in performance design have started 
realising the similariƟ es between the two fi elds. Both fi elds have a shared concern with the 
interpretaƟ on and inhabitaƟ on of the body in space and, and as a result, have begun fusing the 
specialƟ es. For example, Beth Weinstein looks at the works of choreographer Frederick Flamand, 
whose early work can be defi ned by its ‘black walls, white ceiling, four projectors and an audience 
seated around the empty room’ (Weinstein, 2008, p. 26). Flamand has since done extensive 
research on the development of the performance space and proposes several performances 
where the boundaries of the theatre are removed, integraƟ ng the performance space into the 
urban realm. 
It is evident that theatre space cannot remain staƟ c forever as there needs to be new elements 
of excitement to enƟ ce people to come to the theatre. In light of this, a modern view of the 
performing arts sector is outlined in Buildings for the Performing Arts. All of the current forms of 
performance styles are conƟ nuing to develop while other forms of the performing arts conƟ nue 
to be created. They require the opportunity to be staged within tradiƟ onal or new methods of 
presentaƟ on, while established works, as well as being staged in tradiƟ onal and Ɵ me honoured 
ways, are also subject to re interpretaƟ on or presentaƟ on in diﬀ erent formats, which may lead 
them to experiencing with performances not only indoors but also merging into the urban realm 
(Appleton, 2008).
Theatre in the public realm
In the 21st century outdoor spaces are being increasingly uƟ lised as potenƟ al venues and as 
alternaƟ ve performance areas. An outdoor performance space removes the spaƟ al boundaries 
of a theatre, and the barrier between the performer and the viewer, resulƟ ng in a more fl uid, 
fl exible and dynamic environment. The use of outdoor performance spaces was prevalent during 
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the medieval Ɵ mes, and it is interesƟ ng to observe that contemporary theatre has extended its parameters 
to re-include these outdoor (now urban) spaces. 
The literature review has outlined how the performance space has evolved, which gives rise to the following 
quesƟ on to be invesƟ gated: how has the theatre stage evolved into a contemporary performance space and 
what are the techniques and architectural elements that have been used to achieve this? These methods and 
quesƟ ons lead on to the next part of the thesis which will examine a range of outdoor performances as well 
as adaptable and innovaƟ ve spaces. This will idenƟ fy the characterisƟ cs of successful outdoor performance 
spaces that engage with the audience which ulƟ mately removes the ‘fourth’ wall of the theatre space.
As theatre parameters have now been discussed, showing a dramaƟ c impact on the interacƟ on between 
performers and their audiences, a closer look as to how performers and architects have responded to this 
will give us a greater understanding of the ideas and issues faced with these two groups in a performance 
space context. 
3 . 2   E x i s t i n g  p e r f o r m a n c e  s p a c e  t y p o l o g i e s
As well as highlighƟ ng current innovaƟ ve theories of performance spaces, all the precedents outlined below 
show ways that performance space can be adaptable and connect with the surrounding context. They 
describe a more contemporary and adaptable space for both the performer and audience, resulƟ ng in a 
further separaƟ on from the tradiƟ onal theatre concept. The following secƟ ons will analyse literature on the 
success of architects and performers collaboraƟ ng for design soluƟ ons. The performances range from more 
controlled performance spaces to the more site-specifi c performances that engage with the urban realm.
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3 . 2 . 1   S u c c e s s f u l  d e s i g n  o u t c o m e s  f r o m  c o l l a b o r a t i o n  o f  a r c h i t e c t s    
  a n d  p e r f o r m e r s 
Literature reviewed from the past 10 years describes various collaboraƟ ons between architects and 
performers. A closer collaboraƟ on with both the architect and the performer will result in a stronger 
design as there is input from both disciplines. MarƟ n Bloom discusses the design of performance spaces by 
architects who have a background in performance, ‘those who design its stages and auditoria, no maƩ er how 
disƟ nguished they may be as architects, are very oŌ en baboons when it comes to creaƟ ng a space in which 
actors and audience can happily cohabit’ (Bloom, 1997, p. iX). Bloom appeals for a more humanisƟ c approach 
to theatre design, poinƟ ng out the success of performance spaces which are designed by architects with a 
background in, or knowledge of, performing arts. In addiƟ on, Bloom establishes the key criteria that can be 
applied to any performance, in any space. The criteria include: the importance of site selecƟ on, the cultural 
image that the theatre can project to the community, the eﬃ  ciencies of the lobby, stage characterisƟ cs and 
above all,  the crucial relaƟ onship between performers and audience (Bloom, 1997, p. XIV). He also outlines 
three underlying principles that must inform the design of all theatres:
1. Focus: capturing the audiences’ aƩ enƟ on by direcƟ ng it toward an intended acƟ on
2. Plaƞ orm: the provision of a marked oﬀ  performance locaƟ on
3. Frame: the creaƟ ng of an encompassing structure as well as a defi ned environment of the 
performance
The success of any performance depends as much on the degree of recepƟ vity of a live audience as it does 
upon the talents of those on stage. The audience brings a conceptual consciousness and theatre always 
provides immediacy and a sense of occasion (Bloom, 1997, p. 4).
3 . 2 . 2   A r c h i t e c t u r e  i n s t a l l a t i o n s  p r o d u c e d  f o r  p e r f o r m a n c e 
In a study by Beth Weinstein, a series of architectural installaƟ ons were created to analyse the way that people 
move in a purposely-constructed architectural space. In Weinstein’s study, the architectural installaƟ ons 
could be adapted and manipulated throughout the performance. This was achieved by using a series of 
fabric panels hanging from the ceiling. Another similar experiment explored by Weinstein is ‘The Future of 
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Work’, created by Frederick Flamand and Jean Nouvel. They looked at ways of re-interpreƟ ng the audience/
performer interacƟ on, reversing the roles in the sense of who viewed whom. This is outlined further in the 
precedent analysis in Chapter 4.
3 . 2 . 3    P e r f o r m a n c e s  m o v i n g  o u t  i n t o  t h e  p u b l i c  r e a l m
For a performance to be successful in the public realm, the qualiƟ es of a posiƟ ve public space need to be 
understood. Key physical features that are used to achieve a successful space are considered through a 
series of essays in the book Loose Space (Franck & Stevens, 2007). Franck and Stevens highlight how many 
fi xed elements in a public space which are intended for one purpose can easily serve another. Walls, fences 
and ledges, which are oŌ en supposed to delimit space and behaviour, can be sat upon and climbed onto. 
Niches, stairs and recesses located at the edges of public spaces encourage people to linger and an overhang 
becomes the roof of a temporary performance. On the other hand, a hard and expansive surface, free of 
objects or structure, such as a plaza, also allows for a variety of behavioural possibiliƟ es (Franck & Stevens, 
2007, p.8). 
The importance of a successful public space is an addiƟ onal factor for architects and choreographers to 
consider as performances are slowly beginning to emerge in the public realm. Choreographers have begun 
to place their performances in the public realm as they aim to push away from tradiƟ onal spaces and 
ulƟ mately alter the way that performance is under stood. It is altered as the audience members who are 
viewing the performance are placed in diﬀ erent environmental condiƟ ons as well as experiencing diﬀ erent 
and uncommon view shaŌ s. Performers and architects create these contemporary performances in order to 
explore new ways to understand the condiƟ on of the body in relaƟ on to architectural space.  
The 1960s saw the beginning of the move to more urban-based performance. This shiŌ  is analysed by Sally 
Banes, ReinvenƟ ng Dance in the 1960s. Banes begins by describing the 1960s choreography culture as a 
period in history when there were no boundaries (Banes & Baryshnikov, 2003, p. XIV). The line between 
art and life was becoming less clear as rules were being broken and limits tested. During this Ɵ me avant-
garde choreographers expanded out from the frame of the proscenium stage, establishing urban sites that 
were beyond the norm (such as side-walks, public parks, stairwells, loŌ s and churches - generally unmarked 
territories) as spaces for their performance works. 
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The literature from Beth WeinsƟ en, ‘Flamand and his Architectural Entourage’, highlights a series of ideas 
of placing dance performance outside of the theatre and proposes integraƟ ng architecture and public 
space. Flamand has collaborated with several architectural and design pracƟ Ɵ oners to conceptualise and 
realise performances. He has staged dances in empty swimming pools, abandoned churches and steel mills, 
declaring that he“like[s] to explore non-tradiƟ onal spaces”. His interest in the body’s relaƟ onship to the 
spaces it inhabits has led him, in recent years, to form collaboraƟ ons with well-known architects: Elizabeth 
Diller and Ricardo Scofi dio, Jean Nouvel, Thom Mayne and Zaha Hadid (Solway D. , 2007). Flamand’s prime 
concern is to quesƟ on the status of the contemporary body (the dancer’s preferred tool) and the relaƟ onship 
it has with its surrounding environment (Ballet naƟ onal De Marsel, 2004). 
The arƟ cle, Choreographed Environments: A PerformaƟ ve Approach to Architecture, by Perez De Vega 
highlights the removal of the typical walls of a theatre by moving the performance space into the public 
realm. Choreographers working in new environments, (removed from the convenƟ onal performance space) 
no longer have total performance control over lighƟ ng and sound eﬀ ects or even performance viewing 
angles (Perez De Vega, 2007, p. 7). In this approach a lot of unanƟ cipated events occur. These include 
unexpected audience/performer interacƟ ons and a reinterpretaƟ on of the performance due to site and 
environmental condiƟ ons, however these elements can posiƟ vely add to the performance. UnanƟ cipated 
events are also considered in Deborah Garwood’s arƟ cle, Descents Dare on a Stair (Garwood, 2003). Stairwell 
Project, by Noémie Lafrance, was a performance placed on a 12-storey stairwell in a building in New York. 
Lafrance successfully blurs the line between performer and spectator. It becomes unclear who is watching 
whom because the performance occurs on a main circulaƟ on path intertwining the performers within the 
spectators. The audience would descend down the stairs as the performance took place above and below 
them, viewed from all diﬀ erent vantage points, meaning that there was no ‘front’ to the stage. Both of these 
arƟ cles are relevant as they give examples of performances being removed from their tradiƟ onal space. 
They look to new ways for the performer to interpret space and architectural forms as well as new audience/
performer relaƟ onships. 
A New York Times arƟ cle looked at experimental choreographers who are intent on creaƟ ng dances that 
evoke a world, not just a showcase of steps within a frame. In today’s movement, awkward angles and 
abrupt changes of direcƟ on have replaced the stereo typically refi ned dance vocabulary (Kourlas, 2003).
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Noémie Lafrance also worked closely with Jill Sigman. Sigman disƟ nguishes between site-specifi c and non-
proscenium works. A site-specifi c work, according to her, should be performed in the environment for which 
it was created. PresenƟ ng the dance somewhere else changes its essence. By reposiƟ oning an audience 
in a diﬀ erent performance space the viewers are forced, from the outset, to quesƟ on the work and look 
at it criƟ cally (Potaznik, 2007). The performers’ dances draw aƩ enƟ on to details of otherwise unnoƟ ced 
environments. These non-proscenium spaces make them similar to Brown and Tharp’s, where the spaƟ al 
relaƟ onship between dancers and audiences is redefi ned. Lafrance and Sigman altered the assigned roles 
of performers and spectators by encouraging the dancers to make eye contact with the viewers, and by 
allowing members of the audience to parƟ cipate in their dances. Pedestrian and everyday movements, she 
claimed, are just as much a part of dance as codifi ed steps (Kisselgoﬀ , 1976).
There is evidence, therefore, that performers and choreographers are trying to move away from tradiƟ onal 
theatre space. Beth Weinstein states that “removing the performance from the theatre and relocaƟ ng it 
in venues more akin to contemporary art, immediately altered the way the work was to be understood” 
(Weinstein, 2008, p. 27). Flamand suggests mulƟ ple benefi ts of extending out into the public realm. For 
those working in performance, found sites provide an economic and expedient alternaƟ ve to the oﬃ  cial 
means of producƟ on, add shock value and  challenge the boundaries between art and life (Weinstein, 2008, 
p. 27).
3 . 2 . 4   S p o n t a n e o u s  i n t e r a c t i o n  w i t h  t h e  u r b a n  b u i l t  e n v i r o n m e n t
The fi nal part of the literature review researches literature that is pushing the spaƟ al boundaries of 
performance space. It focuses on the culture of hip hop performance which arguably started the trend 
of outdoor street performances. With more styles of performance evolving in the 21st century, there is 
more demand for fl exibility and distance from tradiƟ onal performance space. The dance style, hip hop, has 
oŌ en been experimented with in alternaƟ ve seƫ  ngs similar to the sites in the previous secƟ on, with the 
performances not being designed for a specifi c site but instead uƟ lising any space that is available. Scholar 
Craig L Wilkins, discusses the relaƟ onship between hip hop and architecture and has studied performances 
that were not controlled by an architect or a choreographer. Instead, the performance was infl uenced purely 
by the built environment. The performers would turn up to a site, interpret it and manipulate their own 
performance to fi t in with the architecture. Instead of the architecture being designed to create spaƟ al 
boundaries, the performance is reliant on the audience to create the stage boundaries. 
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3 . 3   A c h i e v i n g  a  s u c c e s s f u l  u r b a n  r e a l m   
Diﬀ erent styles of performance have emerged over the last decade and there has been frustraƟ on that 
tradiƟ onal theatres do not meet the demands and expectaƟ ons of the user. It has been argued that they 
are too rigid, not fl exible enough, closed in and do not engage with the surrounding context. This secƟ on 
reviews literature that has looked at creaƟ ng adaptable and mulƟ funcƟ onal spaces so the user is able to 
interpret the space to meet their needs. 
It is important to address both the adaptability and the resilience of a performance space. Resilience in 
this research refers to variety, adaptability and diversity of the space with the ability for it to be fl exible 
and provide mulƟ ple opportuniƟ es. A performance space needs to be funcƟ onal (that is, funcƟ on as a 
performance space), yet, it also needs to have the ability to accommodate diﬀ erent types of events. A 
theatre is a place of public assembly and cannot thrive in a vacuum, so it is necessary that it will partake 
in the characterisƟ cs of the surrounding locaƟ ons. Therefore, every aƩ empt should be made to establish a 
healthy symbioƟ c relaƟ onship between a theatre and its immediate surroundings.
In an urban context, theatres can act as powerful generators of acƟ vity (Mackintosh, 1993, p. 12). If possible, 
the building should provide glimpses of the immediate surroundings through window openings or through 
doors leading onto terraces, courtyards or even enclosed gardens, a variety of experiences can be achieved 
that will add to the dynamics of the space and contribute a visual and aestheƟ c amenity (Bloom, 1997, 
p. 15). Henry ShaŌ oe, in his book Convivial Urban Spaces (2008), stresses the need for diﬀ erent types of 
observaƟ on and communicaƟ on in public spaces. 
The following issues must be taken into consideraƟ on if open space is to be fully realised in the development 
of a public space. As sites for such developments in this thesis are typically in a public space, there will be a 
strong consideraƟ on for design and experimentaƟ on relaƟ ng to the urban realm.
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Carmona suggests seven objecƟ ves which lead to a successful urban realm in: Public Places, Urban Spaces: 
The Dimensions of Urban Design (Carmona, 2003)
• Character: place with idenƟ ty
• ConƟ nuity and enclosure: public and private
• Quality of the public realm
• Ease of movement
• Legibility
• Adaptability
• Diversity
The posiƟ ve qualiƟ es of a public space must be upheld for the site to be a successful area for performance, in 
order to maintain audience interest in the site. Public space should be thought of as a desƟ naƟ on, a purpose-
built stage for ritual and interacƟ on. Upon entering or passing through the space, an individual could be 
entering a stage space where he/she may assume a more ‘acƟ ve’ role in a performance. In other words, 
public space could be a place where the tradiƟ onal roles of the observer and the observed are subverted 
(Heckscher, 1977, p. 30). Far from being a transiƟ onal space, when considered from this perspecƟ ve, it 
could be seen as a place of arrival; a place to arrive at. It entails a conscious decision to travel to, and to use 
that space, where the individual engages in a social act, a ritual of informal engagement with others within 
that space (Kostof, 1999, p. 123). A public space should be an area of familiar chance encounters, laden 
with a sense of (someƟ mes unsolicited and unwelcomed) spontaneity. Could informal interacƟ on (even 
visual interacƟ on) between strangers sƟ ll be an event? These extended parameters of acƟ on would seem to 
contain the potenƟ al for an event – for rituals of informal engagement.
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3 . 4   C o n c l u s i o n 
There are many reasons for a new innovaƟ ve performance venue in New Zealand. Firstly, there are limited 
adaptable performance spaces within New Zealand that have moved beyond the tradiƟ onal theatre space 
and engaged with the urban realm. Limited knowledge is available regarding architecture, theatre and the 
urban realm as much of the available literature discusses the development of theatre space up to the point 
where performance moves out into the urban realm. There is very liƩ le informaƟ on related to the scope for 
architecture, where instead of moving the enƟ re performance out into the urban realm, architecture contributes 
to innovaƟ on, through adaptability and opening theatre space to the public realm. A threshold can be achieved 
between an indoor/outdoor relaƟ onship which provides the fl exibility that many performances require. 
Site-specifi c work has shown that performances posiƟ vely add to the site and make people more aware of 
the surrounding context, that so oŌ en goes unnoƟ ced. In addiƟ on, the adaptability of the theatres (that is, 
their ability to transform into spaces which can accommodate events other than performances) has also been 
invesƟ gated. However very liƩ le research has dealt with how architecture can combine these two elements to 
create an adaptable performance space which integrates both the indoors and outdoors with the removal of 
the tradiƟ onal theatre elements such as the proscenium.
It is important to understand the spaƟ al qualiƟ es of performances in the urban environment, and, given the 
removal of the spaƟ al elements of a theatre, it would also be benefi cial to fi nd how the audience now act 
within these boundaries. Following on from these outcomes, the research will consider whether architects can 
currently push themselves to depart from the discipline tradiƟ onally acknowledged as architectural theatre 
space in order to explore new territories within a public urban environmental seƫ  ng (Perez De Vega, 2007, p. 
1). By placing a cultural art that is so commonly seen within an enclosed theatre in the public realm, a sense 
of excitement, spontaneity and a fresh view on what performances oﬀ er the community will be created. For a 
space to really adjust to a range of users and audiences, big or small, it is essenƟ al for the space to be able to 
adapt to meet these requirements. 
Based on the framework from the literature, a set of criteria, outlined in Chapter 3.7, has been developed to 
analyse current pracƟ ce. To gain a beƩ er understanding of how this will be achieved the following secƟ on will 
analyse a series of precedents based on the established criteria. 
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3 . 5   R e s e a r c h  q u e s t i o n
What is the adapƟ ve role of architecture in the design of performance spaces when they are translated 
from a tradiƟ onal theatre space to a more public space? Simultaneously, how can space provide a sense of 
uniqueness to capture a diverse audience?
3 . 6   C o n c e p t u a l  f r a m e w o r k
Adaptability is useful as a conceptual framework because it can suggest ways to design more innovaƟ ve 
performance spaces that relate beƩ er to the performers and audience members. The framework is based on 
a set of criteria (developed from the literature review) that helps to evaluate a space or performance in terms 
of its adaptability. Adaptability includes a site’s versaƟ lity to support many diﬀ erent styles of performance. 
The criteria will also draw aƩ enƟ on to performance and help to analyse the key concepts that make a space 
adaptable. One of the key issues to consider is the strength of audience/performer relaƟ onship as well as 
the mulƟ ple opportuniƟ es within a site that a performance can occur. 
The literature review has demonstrated how the disciplines of performance and architecture have collided 
to open up new possibiliƟ es. The literature also showed that it is essenƟ al to uphold the needs and desires 
of both performers and audiences when translaƟ ng theatre into the public. 
3 . 7  C r i t e r i a  f o r  a n a l y s i s  o f  p r e c e d e n t s  
Based on the literature review, it appears there are a number of key issues to be considered when developing 
an adaptable performance venue, sited to interact with the public realm. To draw comparisons when 
surveying the current pracƟ ce, each case study is analysed against the criteria outlined below. The analysis 
will ulƟ mately apply and test the successful elements found during the design process. 
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The analysis is carried out through a series of mapping studies, focusing on the site at the macro scale to view 
the space in relaƟ on to its surrounding context, and at the micro scale to understand the important spaƟ al 
qualiƟ es. The following criteria is seen as important to contribuƟ ng towards an innovaƟ ve performance 
space that engages with the surrounding environment and provides new audience/performer relaƟ onships. 
Not all of the criteria are applied to every site as they may not be relevant. The criteria include:
Site loca? on:
• Is it in an area close to the CBD, public transport and easily accessible?
Circula? on through the site and access
• Is there a clear circulaƟ on path through the site giving choice of path and guidance to the occupant? 
• What is the scale of public/private interacƟ on? 
• Are there clear access points via car and foot?
Adaptability of the space and audience/performer interac? on from the tradi? onal theatre concept: 
• How far removed is the performance space from the tradiƟ onal concept? What are the spaƟ al 
implicaƟ ons of the move and what is the driver for the shiŌ ? 
• How does new performance space relate to its surroundings?
• How has this relaƟ onship been adapted or enhanced for performers and audiences?
• What techniques have been used for a more interacƟ ve and/or innovaƟ ve relaƟ onship?
 
Infrastructure used on the site:
• Has any exisƟ ng infrastructure been used for design inspiraƟ on? If so, why?
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Surrounding road hierarchy:
• Is the road hierarchy highly populated? Are there key roads that lead to the site?
Time of day the space can be u? lised: 
• Does the space have a use for the majority of the day? If so, what type of programme makes this 
successful?
Collabora? on - design input: 
• What is the degree of architect/performer input?
Poten? al for Wellington: 
• How or what aspects could be applied to Wellington?
To gain a beƩ er understanding of how this will be achieved the following secƟ on will analyse a series of 
precedents based on the established criteria.   
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C H A P T E R  F O U R
R E V I E W  O F  C U R R E N T  P R A C T I C E
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4 . 0   I n t r o d u c t i o n
Chapter 3 outlined the relevant ideas and concepts in the discussion of more innovaƟ ve and adaptable 
performance spaces. Chapter 4 looks at precedents that have created innovaƟ ve performances both indoors 
and outdoors, where the architecture itself has contributed towards the performances success. It highlights 
precedents that have moved beyond the tradiƟ onal theatre space and the techniques used to achieve this. 
The precedents will be analysed against the set of criteria defi ned from the previous chapter (and set out in 
this chapter) to determine their success.
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4 . 1   A n a l y s i s  o f  p r e c e d e n t s 
This secƟ on provides an analysis of the physical environment of 11 performance spaces based on the 
previous criteria. The following precedents will be analysed:
• FayeƩ eville FesƟ val Park, outdoor performance venue, America, by Pearce Brinkley Cease + Lee PA
• ‘The Ghost Train’, America, by Paul Crabtree
• ‘The Future of Work’, Germany, by Jean Nouvel and Frederick Flamand
• ‘Stairwell Project’, New York, by Noemie Lafrance 
• ‘Roof Piece’, The High Line, New York, by Trisha Brown
• Total Theatre, by Walter Gropius
• Municipal Theatre of Ulm, Germany, by Fritz Schafer
• Q Theatre, Auckland, by Cheshire Architects 
• Ponte Parodi, Genoa, by UN Studio
• Yokohoma Port Terminal, Japan, by Foreign Oﬃ  ce Architects
• Cultural Centre, Denmark, by BIG 
The last four precedents are only touched on briefl y as they were not as signifi cant but sƟ ll provided an 
insight  into successful urban spaces and performance spaces. However a full analysis of those is not carried 
out.
• FederaƟ on Square, Melbourne, by Lab Architecture Studios
• Agora Theatre, The Netherlands, by UN Studio
• Oslo Opera House, Norway, by SnoheƩ a 
• Arena Stage, Washington DC, by Thom Bing Architects
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FayeƩ eville FesƟ val Park is a purpose built outdoor 
performance centre in America. It was built due to 
the substanƟ al community demand for an outdoor, 
mulƟ -use performance space to provide more 
entertainment opƟ ons.
What elements could be applied to the design? 
The central circulaƟ on path that runs through the 
enƟ re site is a key idea as it guides people directly 
to the site of performance. This gives the spectator 
a clear vision and path. Another element that may be 
applied to the design is the idea that all performance 
can be viewed from at least three sides of the stage 
resulƟ ng in more opƟ ons for audience viewing angles. 
The barrier between the audience and performer is 
defi ned by a couple of steps and is very permeable.
There is no fi xed seaƟ ng and the spectator area is 
outlined by the materiality of the ground which 
provides fl exibility. There are access points for both 
pedestrians and vehicles from all three sides of the 
site. The space is intended to be used on a daily basis 
with the pavilion appearing more like a park than an 
empty stage.
4 . 1 . 1    F a y e t t e v i l l e  F e s t i v a l  P a r k   
  o u t d o o r  p e r f o r m a n c e  v e n u e ,   
  ( N . C ,  A m e r i c a )
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ADAPTABILITY OF THE STAGE/ PERFORMER 
ADAPTABILITY OF THE AUDIENCE FROM THE TRADITIONAL CONCEPT
Audience/ 
performer 
interacƟon
Fig 4.7  The stage has no proscenium. There is a low stage that 
steps down to audience level. The audience can easily step up onto the 
stage and vice versa, although the barrier sƟ ll remains between the 
audience and performer created through the stage levels
Fig 4.1  The site is situated close to the CBD and main roads 
making the site easily accessible
Fig 4.4  A variety of entrance points successfully caters for 
people arriving by car or foot. The entrances are controlled by 
a fence barrier guiding people to the openings on the site
Fig 4.2  The site uses the exisƟ ng boundaries of the railway, 
the river and main highway to frame the main stage space
Fig 4.5  There is clear visibility onto the site from two sides 
of site. The backside of the site is surrounded by trees, provid-
ing a defi nite ‘front’ and ‘back’ to the site
Fig 4.8  There is no fi xed seaƟ ng. The audience can choose to view 
the stage close up or from a distance. There is visibility from all three 
sides of the stage
Fig. 4.6  It is intended that on a daily basis the pavilion will 
appear more like a park than an empty stage, therefore will 
have a funcƟ on for the majority of the day
Fig 4.3  This space was designed purely because of the de-
mand for another performance venue in the city
SITE LOCATION CHOICE OF ACCESS/CIRCULATION ADAPTABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPT
SURROUNDING ROADS/EXISTING INFRASTRUCTURE USED VISIBILITY ONTO THE SITE
   ITI AL C NCEPT
ESI  I P T TI E F SE
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4 . 1 . 2    T h e  G h o s t  T r a i n  ( A m e r i c a ) ,    
  P a u l  C r a b t r e e
Ghost Train is an opera performance performed in 
abandoned train staƟ ons. Crabtree looks to alternaƟ ve 
concert venues as a means of reaching new audiences and 
is commiƩ ed to breaking down the architectural barriers 
that tradiƟ onal theatres create and show the ideals of 
urban revitalisaƟ on. A level of inƟ macy is achieved in these 
performances that opera conveys so well (through careful 
site selecƟ on), without using the proscenium. A site outside 
the theatre is intended to provoke audiences to think about 
venues and their meanings and perhaps challenge them to 
engage with their reuse (Crabtree, 2011).
What elements could be applied to the design? 
Diverse and unique sites appear to draw a larger public 
audience to a living art form. A railway staƟ on is a piece 
of urban infrastructure and this could lead to fi nding 
exisƟ ng infrastructure in Wellington that could potenƟ ally 
house performance. This type of infrastructure is useful 
for performance as it is big, abstract and strong, resulƟ ng 
in a sense of grandeur in the performance. In Wellington, 
alternaƟ ve temporary venues may be a means to reach 
new audiences and revitalise community life through 
a decentralised concert experience (Crabtree, 2011). 
Through the concept of understanding the city as a stage, 
the idea of what currently exists in the city might be 
expanded by fi nding areas that may have hidden potenƟ al 
for performances.
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City Centre
New railway line
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Fig 4.12  2 main entrances to the site and on-site parkingFig 4.9  Photos through the history of the railway 
staƟ on that the performance is held in
Fig 4.10  Site plan of the railway building
Fig 4.11  Proximity of the old railway building (performance 
site) to new railway. Easy access to old railway building. Close 
to the CBD
SITE LOCATION
SURROUNDING ROADS/EXISTING INFRASTRUCTURE USED
CHOICE OF ACCESS/CIRCULATION
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4 . 1 . 3    T h e  F u t u r e  o f  Wo r k  ( G e r m a n y ) ,  F r é d é r i c  F l a m a n d  a n d  J e a n  N o u v e l  
This was a temporary performance created for the Hannover World Expo in 2000 and experienced by 
over 600,000 people. The set for the performance was created from a series of scaﬀ olding elements that 
resulted in the performance being wrapped around the edge of the site aƩ racƟ ng the aƩ enƟ on of audience 
members from alternaƟ ve angles. The performance has been adapted far from the tradiƟ onal concept of 
a theatre where the audience is seated in front of proscenium; instead Nouvel placed the audience right in 
the centre of the performers. The installaƟ on was made up through a series of mulƟ ple levels where no area 
was labelled as ‘the ground’ and the dancers would spread themselves throughout this ‘obstacle course’, 
full of constraints, holes, ramps and cross bracing (Weinstein, 2008, p. 28). Stripped of many constraints of 
normaƟ ve building, it fosters exploraƟ on and demands clear vision. As spectators, we expect to be moved 
by emoƟ ons and sensaƟ ons beyond our daily lives, and thus, performance demands more than neutral 
interests; it is a place where fascinaƟ ons can be more readily indulged (Weinstein, 2008, p. 31). 
The structure can be transformed and split into two and placed at opposite ends of the site. The spectators’ 
aƩ enƟ on is then divided between a world in front and one behind; placing the spectators in between two 
layers of the performance as well as framing the performers on either edge of the site. This demands a 
diﬀ erent kind of aƩ enƟ on from the audience, as they are required to either mulƟ  task or choose which half 
of the spectacle to experience (Weinstein, 2008, p. 29).
Elements that could be applied to the design:
The removal of tradiƟ onal theatre elements was a key issue in this precedent. This included the removal of 
the fi xed seaƟ ng and back stage area, and resulted in the construcƟ on of a diverse range of levels for seaƟ ng 
and stages. The relaƟ onship between the audience and the performer was also reversed: the audience was 
placed in the centre of the space and the performers located themselves above them, looking down on the 
audience. The space where the audience watch from acts as a circulaƟ on path that people have the ability 
to walk through and choose how long they spent engaging with the performance. In addiƟ on to this, the 
set was temporary and adaptable, in terms of its ability to be reconstructed into a diﬀ erent set for other 
funcƟ on. 
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PLAN VIEW - THE AUDIENCE/PERFORMER INTERACTION
CROSS SECTION - THE AUDIENCE/PERFORMER INTERACTION
Fig 4.15  A scaﬀ olding system is used as 
the stage. The linear geometry and repeƟ -
Ɵ on of the bays frames the performance
Fig 4.16  The performers are elevated above the audience looking down on the audience space. The stage is made up of a series of 
levels and bays which is far removed from the tradiƟ onal stage concept. The audience have to opƟ on to move also move up onto the 
scaﬀ olding 
Fig 4.17  The audience is not confi ned to seaƟ ng. The performers surround the audience space which is the opposite to a tradiƟ onal 
layout. The audience can freely move through the space and in turn become part of the performance
Fig 4.13  Site plan of the exhibiƟ on
Fig 4.14  Plan of the performance space within the exhibiƟ on shed
SITE LOCATION I  - ADAPTABILITY OF THE AUDIE CE ND STAGE RELATIONSHIP FROM THE TRADITIONAL CONCEPT
PL  - ADAPTABILITY OF THE AUDIENCE A D STAGE RELATIONSHIP FROM THE TRADITIONAL CONCEPT
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4 . 1 . 4    S t a i r w e l l  P r o j e c t  ( N e w  Yo r k ) ,  N o e m i e  L a f r a n c e 
Dance choreographer, Noemie Lafrance, sets performances in unusual urban spaces, drawing aƩ enƟ on 
to details of otherwise unnoƟ ced environments. By integraƟ ng choreography and architecture, Lafrance 
aims to heighten and alter her audience’s percepƟ on of space and environment (Lafrance, 2001). Lafrance’s 
Stairwell Project, was based in a public 12-storey stairwell in downtown New York. The stairwell is an 
architectural landmark and no doubt forms part of the aƩ racƟ on for audiences. 
The dancers were spread over the 12-storeys while forming paƩ erns and rhythms that echoed the 
surroundings of the spiral staircase. This movement would potenƟ ally make the audience feel on edge as 
they were placed in an unusual seƫ  ng with the desire to watch the performance as well as being cauƟ ous 
they were on a 200 foot high stairwell (Aloﬀ , 2003). There were two diﬀ erent types of audiences to this 
performance: the fi rst consisted of the patrons who expressly aƩ ended the performance and were ushered 
down the staircase, and the second, the residents of surrounding buildings viewed from a distance onto the 
building’s staircase. This performance took into consideraƟ on the relaƟ onship between indoor and outdoor 
and allowing performance to be expressed through this boundary of a glass facade.
Elements that could be applied to the design:
Not all spaces need to be designed specifi cally to hold performances. The audience is drawn to Stairwell 
Project due to its unexpected and innovaƟ ve use of the space. In this instance, the performance was not 
limited to a specifi c stage; rather, it occurred in and around the audience. Further, the performance was visible 
from surrounding buildings, meaning that it was able to aƩ ract two diﬀ erent groups of audiences. The use of 
a circulaƟ on path as a performance space is an interesƟ ng way to draw in unexpected or ‘accidental’ viewers 
and this will be taken into consideraƟ on in the design phase. However, the locaƟ on of the space itself is very 
important as it needs to be in a relaƟ vely integrated and well-populated area for it to be successful.
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Fig. 4.25  The stairs provide a series of levels and diﬀ erent 
audience view shaŌ s. The paƩ ern and rhythm of the steps 
adds to the performance
Fig 4.21  The performers are spread across the 12 storeys, unaware of the 
movement of the performer above or below them. The exisƟ ng circulaƟ on space 
= stage area and audience space, there is no need to have a separate perfor-
mance space
Fig 4.18   The site is situated in the centre of New York in a 
highly populated area
Fig 4.20  The prominent circulaƟ on staircase is in the centre 
of the building. People have to entre into the building before 
experiencing the performance
Fig 4.22  There are two sets of audience. Spectators can move within the per-
formance as they move down the staircase or they can view the performance 
from a distance. This enhances a strong indoor/outdoor relaƟ onship
Fig 4.23  The performance is 
placed within an exisƟ ng space 
therefore there is no design re-
quired for the performance
Fig 4.24  The space is used in 
the evenings when the lighƟ ng 
is used to highlight the staircase 
and be viewed from a distance
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Fig 4.19  Access into the building is from one entrance point 
at the front. There is visibility from surrounding buildings onto 
staircase
ADAPTABILITY F   FROM THE T ADITIONAL CONCEPT
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4 . 1 . 5    R o o f  P i e c e  o n  T h e  H i g h  L i n e  ( N e w  Yo r k ) ,  T r i s h a  B r o w n
Trisha Brown’s Roof Piece (1971) took place on a series of rooŌ ops in ManhaƩ an. This performance is viewed 
by spectators situated on the High Line, an elevated walkway/linear park which is an abandoned railway. The 
High Line was originally constructed in the 1930s as a railway and now has been converted into an urban 
park, stretching 2.5km through New York City. It is occupied for the majority of the day and is far removed 
from any fl ow of traﬃ  c.
Trisha Brown and Twyla Tharp are known for their non-proscenium dance pieces. They construct and execute 
their performances in new and unusual spaces due to the lack of access to mainstream performance spaces 
and the stage being too limiƟ ng. These two choreographers began using sites that were beyond the norm 
(such as side-walks, public parks, loŌ s and churches, generally unmarked territories). The use of these 
atypical performance spaces transformed the landscape of contemporary dance, with dance no longer solely 
confi ned to a theatre. Due to the unusual nature of the spaces, the relaƟ onship between the performers and 
their audiences was altered. In these new public environments there were constant distracƟ ons, and the 
choreographers had to create works that would hold the aƩ enƟ on of their spectators (Potaznik, 2007, p. 3). 
Brown and Tharp are also considered innovaƟ ve because of the way they incorporated sophisƟ cated and 
stylised pedestrian movements into their dances and incorporated non-dancers into their works. Tobias 
writes that “once out of the confi nes of a theatre, the audience is in a beƩ er posiƟ on to experience the 
performance. Tharp wants to release the spectator from the visual ‘set’ of the proscenium stage and the 
physical ‘set’ of an assigned seat” (Tobias, 1970).
To create performance boundaries, Brown says that she is “aƩ racted to walls, edges and corners, however 
I’m always defi ning my stage” (Kisselgoﬀ , 1976). By taking dance out of proscenium theatres, Brown and 
Tharp forged a new type of dance, one that was becoming democraƟ sed and more accessible to the public. 
Any space could become a performance space; anyone could be a dancer, and any type of movement could 
be used in a dance. The Ghost Train by Paul Crabtree is also a performance placed on the High Line.
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Fig 4.26  The High Line is situated in the centre of New York, 
drawing a diverse crowd
Fig 4.27  The High Line is 2.5km long and is elevated 1 storey 
above ground level. There are mulƟ ple access points onto The 
High Line all the way along the walkway, making it very acces-
sible. The posiƟ ve aspect is that it is removed from any heavy 
traﬃ  c fl ow so pedestrians can move freely
Fig 4.28  The High Line is an exisƟ ng railway that was converted 
into a urban park, due to its locaƟ on and convenience as a pedes-
trian only circulaƟ on path, it is used for the majority of the day
Fig 4.29  There is the potenƟ al for the performance to occur on 
The High Line with the audience also on the High Line, or viewing 
from surrounding buildings. The space was designed as a public 
walkway and promenade and has been interpreted for perfor-
mance. SeaƟ ng steps and ramps allow visitors to inhabit the space. 
The Ghost Train was also performed on this urban walkway
Fig 4.30  The ‘Roof Piece’ performance was situated on the 
building tops surrounding the High Line. The audience was situ-
ated on the High Line creaƟ ng an innovaƟ ve way to view the 
performance
SITE PLAN
TI E F USE ESI  I P T
ADAPTABILITY OF THE AUDIENCE/PERFORMER RELATIONSHIP FROM THE TRADITIONAL CONCEPT
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Elements that could be applied to the design:
The audience and performer posiƟ ons have been reversed in this performance. Instead of using the conven-
Ɵ onal method of placing the performance and audience both on the High Line, now the audience is placed 
on the walk way while the performers uƟ lise the rooŌ ops. The High Line is successful as there is no traﬃ  c 
interfering with pedestrian paths, it is purely a pedestrian walkway with a range of inhabitable areas includ-
ing seaƟ ng, steps and ramps that allow spectators to inhabit the structure. It is essenƟ al to think of other au-
dience/performer relaƟ onships such as incorporaƟ ng pedestrian paths into the performance which would 
result in the performance being be near, or on key circulaƟ on paths. Also the concept of defi ning boundaries 
of the performance spaces through walls and edges and ledges when the performance was outdoors, should 
be taken into consideraƟ on as a aspect in the design phase.
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4 . 1 . 6    To t a l  T h e a t r e  b y  W a l t e r  G r o p i u s ,  1 9 2 6
Walter Gropius is one of the fi rst architects interested in establishing a beƩ er relaƟ onship between the actor 
and the performer through architectural design. Gropius’s design never came to fruiƟ on as the economic 
crash in Germany prevented the Total Theatre from being built. However, his ideas have inspired many 
people all over the world. 
Gropius proposes to remove the proscenium of the theatre in order to fi rst of all bring the actors and the 
audience closer together and secondly, to add converƟ bility, fl exibility and anonymity in architectural design 
(Cole, 1963, p. 312). Gropius aims to draw the audience into the performance, eﬀ ecƟ vely transforming them 
into acƟ ve parƟ cipants. To achieve this Gropius created a converƟ ble and fl exible space: an oval stage with 
a large turn table in the centre which could be raised or lowered. Gropius planned to revolve the audience 
during the performance, and by thus, unexpectedly shiŌ ing the spectators and the stage area altering the 
viewer’s aƩ enƟ on and forcing them to parƟ cipate in the acƟ on (Cole, 1963, p. 313). Frank Lloyd Wright’s 
Dallas Theatre has been the only similar design since the Total Theatre concept, where the separaƟ on 
between the stage and the auditorium is abolished, bringing actors and spectator’s together (Cole, 1963, p. 
316).
Elements that could to be applied to design:
The adaptable centre stage area would be an element that could be useful as a design strategy. Although this 
is quite a tradiƟ onal element, there are ways it could be interpreted to become more innovaƟ ve. The idea 
of shiŌ ing the spectators view throughout the performance could be achieved in outdoors performances, 
where the performance could be sited in diﬀ erent areas.
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Fig. 4.31  Stage and seaƟ ng layout opƟ on 1. A tradi-
Ɵ onal layout with the stage at the front
Fig 4.32  Stage and seaƟ ng layout opƟ on 2. The audi-
ence forms a semi circle around the stage. The stage area 
from opƟ on 1 can be used as well
Fig 4.33  Stage and seaƟ ng layout opƟ on 3. Part of 
the seaƟ ng and the stage area can be rotated to be 
transformed into theatre in the round
Fig 4.34  SecƟ on through seaƟ ng opƟ on 1
Fig 4.35  SecƟ on through seaƟ ng opƟ on 2
Fig 4.36  SecƟ on through seaƟ ng opƟ on 3
Fig 4.37  There are a number of entrances into the the-
atre space to allow for ease of access in and out of the 
theatre
Fig 4.38  This design has been created for the sole pur-
pose of a theatre for performance
ADAPTABLE THEATRE PLAN ADAPTABILITY OF SPACE FROM THE TRADITIONAL CONCEPT CHOICE OF ACCESS/CIRCULATION
DESIGN INPUT
Audience
Stage
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4 . 1 . 7    M u n i c i p a l  T h e a t r e  o f  U l m  
  ( G e r m a n y ) ,  F r i t z  S c h a f e r
Designed in a hexagon shape and made up of a series 
of 16 moveable fl oor panels, this theatre was designed 
to be extremely adaptable. The geometry of the hexa-
gon enables beƩ er relaƟ onships between the people 
and the surrounding masses by eliminaƟ ng repeƟ Ɵ on 
of the right angle. The panels can be raised or lowered 
to suit the spaƟ al conFiguraƟ on. Further, the seaƟ ng 
is not fi xed to any of the panels, so seats can be added 
or removed to achieve the desired space layout for 
the performance. These faciliƟ es make it possible to 
set up a large number of alternaƟ ve space arrange-
ments, creaƟ ng various diﬀ erent theatre forms that 
can accommodate up to 200 spectators.
Elements that could be applied to the design:
The idea of people being able to choose where they sit 
and view the performance from is a strong idea that 
could be developed in the design. This can occur both 
indoors and outdoors. The fl exibility of this space is 
an  idea that could be enhanced upon, by creaƟ ng one 
large space that in turn can be divided up into a set 
amount of confi guraƟ ons.
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Stage area
A range of audience levels
Individual spectator seats
Holes for the moveable seats to be 
placed in
Holes in the floor plane for seats to be placed into
Stage level in 
relaƟonship to 
the audience
Fig 4.39  The theatre is highly adaptable as the seats are 
moveable and can be placed in any layout opƟ on. The seats 
are freely moveable; they swivel, and the spectators sit com-
fortably 
OpƟ on 1
OpƟ on 2
OpƟ on 3
OpƟ on 4
OpƟ on 5
OpƟ on 6
Fig 4.40  6 of the mulƟ ple numbers of layout conFiguraƟ ons of the theatre space
STAGE DESIGN AND LAYOUT ADAPTABILITY OF THE SPACE FROM THE TRADITIONAL CONCEPT
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4 . 1 . 8    Q  T h e a t r e  ( A u c k l a n d ) ,    
  C h e s h i r e  A r c h i t e c t s 
Q Theatre uses an adaptable theatre performance 
space as a means of innovaƟ on. It has the ability to 
be transformed into 5 diﬀ erent seaƟ ng and stage 
arrangements to cater for diﬀ erent performance styles 
and audience numbers. Adaptable theatre spaces 
provide new perspecƟ ves and sƟ mulate creaƟ vity, 
generated by being able to create an environment to 
suit the needs of any producƟ on.  
Elements that could be applied to the design:
This is quite a simple adaptable design concept. It is 
successful as there is a rehearsal area directly below 
the stage space for a warm-up area. This makes it 
easier for performers to warm up and prepare before 
a performance. This sort of space is not commonly 
provided in tradiƟ onal theatres. The theatre is limited 
to the number of transformaƟ ons that it can be 
arranged in which is good as it avoids endless opƟ ons. 
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ACCESS OFF THE MAIN STREET
Parking
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Fig 4.45  Diagrams of the 5 diﬀ erent seat-
ing and stage conFiguraƟ ons
Fig 4.41  Site locaƟ on
Fig 4.42  A range of ameniƟ es surrounding the 
theatre to draw a diverse crowd
Fig 4.43  One controlled access point oﬀ  main 
street. Parking provided for ease of driving
Fig 4.44  PerspecƟ ve from Queen Street Fig 4.46  SecƟ on highlighƟ ng the stage 
and audience layout
ADAPTABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPT
SURROUNDING ROAD HIERARCHY
ITE LOCATION/ DISTANCE TO PUBLIC AMENITIES
CHOICE ACCESS/CIRCULATION
CTIVE OF ENTRANCE
347 People
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4 . 1 . 9    T h e  P o n t e  P a r o d i  ( G e n o a ) ,   
  U N  S t u d i o
The Ponte Parodi is part of a compeƟ Ɵ on to redesign 
an ancient pier in the port of Genoa. A plaza is 
proposed providing a hub for the port and a heart to 
the city, bringing liveliness to the old harbour. With 
its low-slung, undulaƟ ng outlines, the plaza provides 
a park with sport fi elds, beaches and other public 
funcƟ ons while simultaneously highlighƟ ng the view 
of Genoa (UN Studio, 2001). 
Elements that could be applied to the design:
This design is very successful in the way it treats 
the outdoor and roof space as much as the interior. 
It has strong connecƟ ons to the ground plane, 
providing access up onto the inhabitable roof space. 
The materiality of the roof is diverse, ranging from 
concrete, grass to wood. There is also a variety of 
spaces (in a range of sizes, materiality and degree of 
privacy) to be occupied. A range of spaces provides 
mulƟ ple opportuniƟ es for performers to select an 
area that is most suited to their style of performance.
The circulaƟ on paths are very clear on the ground 
plane guiding people through the open plaza that 
leads directly through the centre of the building 
merging between indoor and outdoor areas.
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CIRCULATION THROUGH THE SITE
ACCESS ONTO THE ROOFMATERIALITY OF THE ROOF TERRACE
OPPORTUNITIES FOR PERFORMANCE ON THE ROOF TERRACE
SURROUNDING CONTEXT
City centre
Port
Site
OpportuniƟes for performance
Main roads
Grass roof
Wood
Concrete
Port
Port
PERSPECTIVE OF PLAZA
Fig 4.47  Site plan, situated in the centre of the port, visible from 
all parts of the port, including the CBD
Fig 4.49  Materiality of the inhabitable roof form. A diverse 
range of materials to break up the large roof space and provide 
areas that cater to a range of desires
Fig 4.51  Points at which you can access the roof terrace. Limited 
to 3 access points and they all gradually decline to meet the ground 
plane. The steps are used as outdoor seaƟ ng areas for an ampithe-
atre
Fig 4.52  PerspecƟ ve of the building, highlighƟ ng the roof ter-
race
Fig 4.50  Highlighted spots are areas where performance may 
occur. Some areas are sheltered and vary in materiality and fl oor 
level
Fig 4.48 A main circulaƟ on route runs directly through the cen-
tre of the building that is open to the outdoors. This results in a 
permeable site with building funcƟ ons opening out to the central 
circulaƟ on path
ITE L CATION
CIRCULATION ADAPTABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPT
ADAPTABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPT:
MATERIALITY
PERSPECTIVE OF PLAZA
CHOICE F ACCESS ONTO ROOF TERRACE
Grass roof
Wood
Concrete
ortuniƟ es for performance
ity centre
Port
Site
ain roads
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4 . 1 . 1 0   Yo k o h o m a  P o r t  Te r m i n a l  ( J a p a n ) ,  F o r e i g n  O f f i c e  A r c h i t e c t s
The port terminal is a combinaƟ on of both a passenger terminal mixed with public acƟ viƟ es. The artefact 
acts as a mediaƟ ng device between the two social orders: the system of public spaces and the management 
of the passenger terminal (FOA, 1996-2003, p. 42). The public space wraps around the terminal becoming 
a mould of an a-typological public space, a landscape with no instrucƟ ons for occupaƟ on (FOA, 1996-2003, 
p. 43). The pier has been designed so it is a fl uid, uninterrupted and a mulƟ direcƟ onal space. Rather than 
developing the building as an object or fi gure on the pier, the project is produced as an extension of the 
urban ground, constructed as a systemaƟ c transformaƟ on of the lines of the circulaƟ on diagram into a 
folded and bifurcated surface (FOA, 1996-2003). 
The arƟ culaƟ on of the circulaƟ on system with the construcƟ ve system through this folded organisaƟ on, 
produced two disƟ nct spaƟ al qualiƟ es; the conƟ nuity of the exterior and the interior spaces and the 
conƟ nuity between the diﬀ erent levels of the building (FOA, 1996-2003). These decisions relaƟ ng to the site 
as an open public space were made from the beginning of the design phase. This resulted in the roof areas 
also being open plazas that were conƟ nuous with the two parks that surround the site. The project is then 
generated from a circulaƟ on diagram that aspires to eliminate the linear structure characterisƟ c of piers, 
and the direcƟ onality of the circulaƟ on (FOA, 1996-2003).
Elements that could be applied to the design:
The key infl uence of this design is based around the circulaƟ on system of the site that blends into the 
architectural forms. The idea of treaƟ ng the building as an open plaza conƟ nuous with the surface of park to 
provide conƟ nuity between the two forms is a strong idea. In the design phase it may be useful to generate 
key paths from circulaƟ on diagrams which would then direct the design. There is a strong relaƟ onship 
between the interior and exterior, achieved where the ground plane is elevated to provide inhabitable space.
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Wood - roof 
Wood - ground floor
Grass roof
Road
Port
City centre
Site
Green space
DISTANCE TO PUBLIC AMENITIES SURROUNDING ROAD HIERARCHY
Port
terminal
RELATIONSHIP BETWEEN INDOOR/OUTDOOR AND ROOF INHABITATION
MATERIALITY  AND CIRCULATION ACROSS SITE
Access onto roof
Building openings
to the exterior
Ground floor
Roof connecƟon
to ground plane
Lowest point of roof
Highest point of roof
PERSPECTIVE OF THE TERMINAL
CirculaƟon path
Fig 4.53  The site is situated on a pier in the centre of the port, 
and viewed upon from all areas of the city
Fig 4.54  The surrounding road hierarchy and the surrounding 
parks are blended into the design of the terminal to draw people 
into the site
Fig 4.55  PerspecƟ ve of the terminal. The area is broken up 
with small patches of grass on the elevated areas of the roof 
form
Fig 4.56  RelaƟ onship between the ground plane and the roof plane is successfully blurred by the conƟ nuity between the levels 
across the site, allowing ease of access up onto the upper levels through the gradual roof slopes meeƟ ng the ground plane
Fig 4.57  MulƟ ple circulaƟ on paths through the site that undulate between diﬀ erent site levels. The majority of the terminal is 
made of wooden panels running fl uid with the landscape
SURROUNDING ROAD HIERARCHYSITE LOCATI N PERSPECTIVE OF PLAZA
ADAP ABILITY OF HE STAGE FROM THE TRADITIONAL CO CEPT: RELATIONSHIP BETWEEN INDOOR/OUTDOOR AND ROOF INHABITATION
CIRCULATION
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4 . 1 . 1 1   T h e  C u l t u r a l  C e n t r e  ( D e n m a r k ) ,   
      B I G  A r c h i t e c t s
The main idea in this design is to create a new city monument 
for culture and movement that systemaƟ cally blends 
programmaƟ c elements with a spontaneous interacƟ on. 
The 180 degree building layout creates a variety of spaces, 
ranging from the inƟ mate to the monumental and provides 
accessible roof-scapes that carry and blend funcƟ on to the 
outdoors while engaging the surrounding context (Evolo, 
2010). The large glass facades allow passer-by to view into 
the building and engage with the performance. This is similar 
in the Arena Stage by Thom Bing architects, where they use 
a clean facade around the whole building (which consists of 
glass and wood panels). This creates a transparent feel with 
all the internal circulaƟ on paths visible from the street.
Elements that could be applied to the design:
The way the levels and funcƟ ons of the building have been 
designed provides an array of spaces around the building 
which can be used for diﬀ erent performance styles or in 
diﬀ erent weather condiƟ ons. The large roof-scapes blend 
in gradually with the fl oor plane and the outdoor funcƟ ons 
to achieve fl uidity and encourage people up onto the roof. 
The sweeping roofs allow for mulƟ ple viewing plaƞ orms 
and performance stages around the site. There is a strong 
indoor/outdoor connecƟ on created by using a glass facade 
all around the building. This glass facade can be blocked oﬀ  
to give privacy to the rehearsal spaces by using a series of 
folded panels on the interior.
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highest point of roof
OUTDOOR PERFORMANCE AREA
Audience
 Performance site
STAGE MATERIALITY
Grass
Rubber
Wood
space
Theatre
basketball
court
Cafe
Rec area
1
2
3
OPPORTUNITIES FOR PERFORMANCEINTERIOR/ EXTERIOR RELATIONSHIP
SURROUNDING SITE
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Access into the site
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Sites where 
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to occur
Roof 
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Building footprint. 
The roof has a series
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Fig 4.58  The site is within the boundaries of a road, a park and a 
building, creaƟ ng small areas for performance
Fig 4.60  Access points up onto the roof are highlighted. LimiƟ ng 
access to three diﬀ erent points on the site controls the access and 
draws occupants from diﬀ erent direcƟ ons
Fig 4.62  HighlighƟ ng the roof as a key audience space as it is el-
evated above the enclosed performance space
Fig 4.59  The funcƟ ons of the building are all on ground fl oor 
which allow a strong indoor/outdoor connecƟ on. Rehearsal spaces 
have the ability to be closed or open to the outside through move-
able panels
Fig. 4.61  PotenƟ al sites for performance, including the terraced 
roof forms. The building is used as a cultural centre for enƟ re day so 
there is always a chance encounter of a performance
Fig 4.63  PerspecƟ ve of the outdoor performance space that is 
created by using the building as boundary. The interior spaces can 
open out to this space or be closed oﬀ  with panels
SITE LOCATIO CHOICE OF ACCESS ONTO ROOF TERRACE ADAPTABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPT
ADA TABILITY OF THE STAGE FROM THE TRADITIONAL CONCEPTADAPTABILITY: IND OR/OUTDOOR RELATIONSHIP PERSPECTIVE OF PERFORMANCE SITES
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4 . 1 . 1 2  F e d e r a t i o n  S q u a r e   
  ( M e l b o u r n e ) ,  L a b    
  A r c h i t e c t u r e  S t u d i o
Melbourne’s FederaƟ on Square is an urban design 
that focuses on the integraƟ on of the building with 
the surrounding context, paying special aƩ enƟ on to 
the strong connecƟ vity to transport lines. The atrium 
space in FederaƟ on Square is a unique covered public 
space which provides a complement to the open plaza 
and symbolic of a public street running through the site, 
conƟ nuously open and publicly accessible (Donald L. 
Bates and Peter Davidson Architects, 2005).
Elements that could be applied to the design:
The concept of providing a large public space that 
is covered with a canopy is a good way to blur the 
boundary between the indoors and outdoors. The 
urban park is surrounded by a series of buildings 
(commercial and cultural) that open out to this square, 
drawing a range of people to the site. The theatre 
situated in the site has a glass facade which creates 
a connecƟ on between the interior and exterior. The 
plaza successfully aƩ racts people at all Ɵ mes of the 
day which is essenƟ al in the proposed design. For 
daily life the plaza acts as a series of individual spaces 
associated with outdoor cafes and restaurants as well 
as diﬀ erent cultural and social acƟ viƟ es (Arcspace, 
2003).
4 . 1 . 1 3   A G O R A  T h e a t r e  ( T h e    
  N e t h e r l a n d s ) , U N  S t u d i o
In this design the performances held at the theatre 
are not restricted to the stage or to a certain Ɵ me 
of day (ie evening), but are extended to the urban 
experience and to dayƟ me. Ben van Berkel, aims to 
exploit the performance element of the theatre and 
of architecture in general far beyond its convenƟ onal 
funcƟ oning, such as exposing the audience to small 
parts of the rehearsal and performers space. For 
instance, the performers’ foyer is above the entrance, 
enabling the arƟ sts to watch the audience approaching 
the theatre from a large, inclined window (Van Berkel 
& Bos, 2008 , p. 135).
Elements that could be applied to the design: 
The idea of extending the architectural elements 
beyond the theatre space is very successful. The space 
has been designed so the foyer and areas leading to 
the theatre, not only lead people into the space but 
also blend into the architectural elements used in the 
theatre space. There is a clear relaƟ onship between 
the interior and exterior of the theatre. 
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4 . 1 . 1 5   T h e  C o p e n h a g e n    
  w a t e r f r o n t ,  J D S    
  A r c h i t e c t s
When the Copenhagen Waterfront was being 
designed, it established that the buildings or site did 
not engage with the water. The architects wanted to 
design a waterfront that ‘borrowed’ the water as a 
means of creaƟ ng inhabitable space. The architects 
extended a pier out oﬀ  the wharf to include the 
waterscape and terraced the wooden boardwalk 
down to the water’s edge (King, 2009).
Elements that could be applied to the design:
The use of terraces is a successful way to blend the 
waterfront into built form as it results in a gradual 
decline towards the water and an area that can be 
inhabited on a day to day basis. The terrace structure 
also acts a natural ampitheatre for performance. This 
concept is a key idea to create stronger connecƟ on 
to the surrounding environment and is parƟ cularly 
relevant to Wellington as it is situated beside the 
water.
4 . 1 . 1 4   O p e r a  H o u s e  ( N o r w a y )    
  S n o h e t t a
The roof of the Opera House forms a large roof scape in the 
centre of the city. The designers wanted to make the access 
to the building as wide as possible which was achieved by 
laying out a “Carpet” of horizontal and sloping surfaces on 
top of the building (Arcspace, 2008). The architects have used 
a marble material to Ɵ le the whole roof that folds down to 
the water’s edge. The handrail is detailed with the same 
materiality and aestheƟ c that is running through the rest of 
the roof. The relaƟ onship between the inside and outside of 
the building changes between the day Ɵ me and night Ɵ me. 
The exterior of the Opera House becomes diﬀ used as night 
falls. The main glass fall that is visible on the roof is illuminated 
from interior theatre lights giving the building a completely 
diﬀ erent character. The interior becomes the facade showing 
how interdependent the interior and exterior of the building 
are. (Arcspace, 2008)
Elements that could be applied to the design:
The roof has been considered as one of the main features in the 
design which is oŌ en neglected in many designs. Making the 
roof inhabitable increases the scope of the site and provides 
more areas where performance can occur. It also introduces 
new viewing and performance plaƞ orms. Another key idea is 
the appearance of the building at night Ɵ me. As well as being 
engaging and interacƟ ve during the day, the building has a 
sense of ‘performance’ at night. This is achieved through the 
light and transparency of the building at night Ɵ me.
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4 . 2   S t r e e t  p e r f o r m e r s
The last secƟ on in the precedent analysis looks at street performances (that is, performances conducted 
in the public realm), which are common in Wellington. Cuba Street and Courtenay Place have both been 
analysed for their spaƟ al qualiƟ es which aƩ ract performers. The following characterisƟ cs include:
• Predominately one performer 
• Performances are close to a building threshold or pedestrian crossing as this is usually a point where 
people pause momentarily
• The exisƟ ng buildings are used as boundaries
• Performers and audience use exisƟ ng steps/curbs/ ledges/plant boxes to sit or perform on
• Performers uƟ lise a small audience area which facilitates a sense of engagement between the audience 
and the performer (usually 4 -5m and limited to footpath width)
• Performances occur at all Ɵ mes of the day 
• Enclaves set back from circulaƟ on paths are used as stage boundaries
• Materiality of the ground (such as wood or rubber that would suit a dance group) is used to dictate the 
stage space. A change in materiality is oŌ en used as a stage boundary
• Sheltered areas are used to place performance under
• Performances are placed in areas where leisure acƟ viƟ es occur where people have Ɵ me to stop and 
engage
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Fig 4.64  A crowd gathers in a semi-
circle around the performer
Fig. 4.65  The performer uses the al-
cove and wall as a backdrop
Fig 4.66
Fig 4.67  Cuba Street aƩ racts street 
performers due to the enclosure of the 
surrounding buildings
Fig 4.69  Cuba Street
Fig 4.68  Use exisƟ ng street furniture
Fig 4.70  Cuba Street
Fig 4.71  ExisƟ ng wharf 
ledge used as a seat
Fig 4.72  ExisƟ ng light balls 
used as a seat
Fig 4.73  Ledge as a bound-
ary 
Fig 4.74  Ledge used as a seat
Fig 4.75  Waterfront 
promenade
Fig 4.76  SoŌ  ground  fl oor 
materiality
Fig 4.76  Steps Ɵ er down from Frank KiƩ s Park to the 
waterfront, providing a stage and audience space
Fig 4.78
WALL AS A BOUNDARY BUILDINGS AS A BOUNDARY LEDGES/URBAN FURNITURE 
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4 . 3   R e l e v a n c e  o f  p r e c e d e n t s  t o  t h e  c u r r e n t  p r a c t i c e
The precedent analysis refl ects many of the issues discussed in the literature review and introduces 
concepts that will be put into eﬀ ect in the following case study. 
Three building concepts were outlined, all contribuƟ ng to diﬀ erent forms of innovaƟ ve performance. 
Firstly, the idea of performances placed in alternaƟ ve performance sites, which broadens opportuniƟ es 
for the audience/performer relaƟ onship. Secondly, the concept of theatres which focus on adaptability. 
Lastly, buildings which have integrated the urban realm into the funcƟ on of the building. Precedents 
provide good examples of how performance spaces can be integrated into the urban context and 
streetscape while also taking an acƟ ve role in the social life of the community. 
A gap in the precedent analysis is where all of the three concepts outlined above, intersect. The 
precedents separately touched on performances re-using exisƟ ng architectural elements in the urban 
realm, adaptable theatre spaces and architecture integrated with the public realm. However, there is an 
opportunity for all these aspects to be combined, where the architecture of a new building can benefi t 
and enhance these ideas, and expand out to the urban realm to allow opportuniƟ es for performances 
which are enhanced by the architecture itself.
4 . 4  K e y  e l e m e n t s  d r a w n  f r o m  t h e  p r e c e d e n t  a n a l y s i s
Based on the precedent analysis, conclusions have been drawn regarding adaptability for site selecƟ on 
and the relaƟ onship to the surrounding context. These elements will infl uence the design phase, 
including the choice of the design iniƟ aƟ ves.
Site Selec? on
• Surrounding building typologies: sited in an area where a demographic of oﬃ  ces, retail, housing 
and restaurant districts overlap
• Ambient noise: sited in areas of low ambient noise, diﬀ used by trees or buildings
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• Visibility of site and site access: easily accessible via public transport, parking or walking. It can be 
seen from a distance and draws people to the site
• ExisƟ ng infrastructure for use: uses exisƟ ng infrastructure that has no longer being used for its 
exisƟ ng purpose
• Surrounding road hierarchy and circulaƟ on paths: surrounded by a series of main roads in the central 
city that lead directly to the performance space. UƟ lise the circulaƟ on paths that run through the 
site
• Time use of use: placed in an area that has the potenƟ al to be revitalised at certain Ɵ mes of the day 
with the more the space being used, the more successful the space
• Surrounding ameniƟ es: close to the waterfront, restaurants and parks
Adaptability
• AƩ racts a variety of users through the building’s diverse acƟ viƟ es
• Provides an alternaƟ ve indoor venue in poor weather condiƟ ons
• AƩ racts audience in an unusual way by not using the usual audience viewing spots
• Creates levels within the performance space with several performers on diﬀ erent levels
• Ability to raise and lower parƟ Ɵ ons in the fl oor
• Creates a theatre space that has a limited number of changes to avoid confusion when performers 
choose the theatre space confi guraƟ on
• Reverses the spaƟ al qualiƟ es of the audience and the performer by making the spaces that they use 
interchangeable
• Uses the spaƟ al movement of people to create boundaries of a performance space 
• Creates vibrant points of assembly to bring together the elements of the audience, where they 
congregate in anƟ cipaƟ on of a common experience, eg. foyer space
• Blurs the boundary between the performer and the viewer and may also translate the result to such 
an extent that the observer becomes a parƟ cipant 
• Creates variaƟ on in scale of the inhabitable spaces that can house a variety of audience sizes while 
maintain group idenƟ ty and interacƟ on
• Uses circulaƟ on space as a site for performance, eg. promenading stairs that interconnect at an 
array of levels
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• Divides large spaces into sub-spaces to encourage their use
• Uses walls, edges and corners to defi ne the space as opposed to designing a stage
• Incorporates pedestrian movements into the performance which introduces the non-performer 
into the work
• Extends the architectural qualiƟ es of the internal theatre space beyond the theatre to enforce a 
relaƟ onship between the two as oppose to separaƟ on
Rela? onship to surrounding context
• Brings the roof plane down to the ground plane to encourage people move up onto the building, 
encouraging the use of mulƟ ple levels in the building and the roof acts as a conƟ nuous form of the 
landscape
• Creates a building that has a relaƟ onship between the interior and exterior during the day and night, 
achieved through the facade design and internal lighƟ ng
• Creates an acƟ ve meeƟ ng place, and a place to pass through
• Provides key circulaƟ on spaces that lead and draw people in from the surrounding site
• Uses public circulaƟ on spaces as both the audience space and performance space so everyone is 
encouraged to interact
• Creates clear and vibrant access points onto site so it is clear for the public 
• Provided mulƟ ple vantage points to view performance from so there is no ‘front’ to the stages
• Increases the scope for performance by not limiƟ ng performance to a small scale, but it extends out 
beyond the site
From the outcomes listed above, the site selecƟ on informaƟ on will be applied in the next secƟ on which 
is the site selecƟ on chapter. The other two categories, adaptability and relaƟ onship to the surrounding 
context will be referred to further on in the design experiments phase of the thesis.
69CHAPTER 4.0 REVIEW OF CURRENT PRACTICE
4 . 5   C r i t e r i a  a p p l i e d  t o  t h e  s i t e  a n a l y s i s
 
The following criteria contribute towards a successful adaptable performance space. They have been drawn 
from the conclusions of the precedent analysis listed above and derive from the previous list under site 
selecƟ on which highlighted what was required from a site. The following criteria will be applied to a series 
of sites around Wellington: 
Surrounding building typologies:
• Placed within a diverse range of residenƟ al, oﬃ  ces, insƟ tuƟ ons, retail, government buildings, public 
buildings and restaurants. This means the space is more likely to be acƟ ve most hours of the day as 
well as draw a diverse crowd
Surrounding road hierarchy and circula? on paths:
• Easily accessible from main roads
• Close to public transport systems
• A range of circulaƟ on paths on the site. This is an important factor as outdoor performances rely 
heavily on pedestrian traﬃ  c
Visibility of site and site access:
• Choice and ease of access onto the site
• Clearly idenƟ fi able access
• Visibility of the site from a distance. If the site is clearly visible it may draw more passers-by
Surrounding ameni? es:
• A range of ameniƟ es close by to aƩ ract and keep people in the area. These include: leisure acƟ viƟ es, 
restaurants, local parks, the waterfront, bars, supermarkets, parking and tourist aƩ racƟ ons
Ambient noise:
• A space which is in an area that has low ambient noise so there is no disrupƟ on to the outdoor per-
formances. The prevailing wind will also need to be considered
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Time of use:
• A space or area which is uƟ lised for as many hours of the day as possible. This has proven to be 
more successful as it is a safer place to be in as well as drawing a diverse crowd throughout the 
enƟ re day
Exis? ng infrastructure for use:
• An area which may have the opportunity to use exisƟ ng infrastructure on the site. This provides a 
sense of connecƟ on with the exisƟ ng site and uƟ lising and re-using what currently exists
The site poten? al:
• What could this site oﬀ er for performance? What are the posiƟ ve aspects that could be uƟ lised?
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4 . 6  C o n c l u s i o n
This chapter has outlined a series of precedents that are relevant to generate key ideas for the design process. 
The majority of the precedents are looking to alternaƟ ve performance sites as current buildings fail to oﬀ er 
any opportuniƟ es to extend beyond the theatre. The precedents acknowledge successful architectural 
projects where urban parks and landscapes are incorporated into the building where performance is held, 
creaƟ ng a fl uid relaƟ onship between the urban realm and the building. The next secƟ on will outline the site 
selecƟ on process as well as the development towards the design phase.
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C H A P T E R  F I V E
S I T E  S E L E C T I O N
CHAPTER 5.0 SITE SELECTION 74
5 . 0   I n t r o d u c t i o n
Chapter 5 expands upon the observaƟ ons made in Chapter 4 in regards to the relevant precedents and case 
studies. The chapter fi rstly acknowledges what performers and the public want from a performance space as 
well as a public space. It details the quesƟ onnaire and the interview process, along with their results, and how 
the results lead to design experimentaƟ ons. It also outlines what theatres currently exist in Wellington and 
highlights what is needed in a performance venue. Following this, a site will be selected for a design intervenƟ on 
and thoroughly analysed based on the criteria outlined in Chapter 4. Lastly, this chapter highlights the importance 
of adhering to the Wellington Waterfront Framework.
5 . 1   P e r f o r m e r  a n d  p u b l i c  i n p u t 
Before the brief is detailed, it is important to discuss input received from the public as the proposed design 
will be situated in a public area on Wellington’s waterfront. It is also necessary to understand the styles of 
performance that people are currently viewing so the design can cater to these styles. It was highlighted in the 
literature review that a stronger design will be achieved if there is input from both architects and the users (the 
performers and audience).
To gain informaƟ on from the public, two kinds of interviews were conducted. One was a face-to-face interview 
with members in the performing arts sector and the other was a quesƟ onnaire with members of the public 
which was distributed through friends, family, acquaintances and local performing arts departments. The mode 
of interview was chosen as a way to achieve an in-depth understanding of a performer’s involvement in a 
performance space. A quesƟ onnaire was also chosen as a mode of data collecƟ on as it is an eﬀ ecƟ ve way to get 
a lot of data relaƟ vely quickly and any member of the public could contribute.
UlƟ mately, the interviews and quesƟ onnaires were criƟ cal as it is important to both understand what a user 
wants from the building and its surrounding site, and to fi nd out what audiences desire, in order to create a 
successful design.  
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5 . 1 . 1   I n t e r v i e w  p r o c e s s
The interview was conducted with a select group of performers from all disciplines of the performing arts; 
drama, dance and music. The interviewing process involved:
1. Sending an informaƟ on leƩ er to invite people to conduct the interview
2. Scheduling and conducƟ ng interviews 
3. Transcribing the interviews from the dictaphone 
4. Analysing the interview data and compiling it into a diagrammaƟ c form
5. Drawing conclusions from the interview and applying them to the design
The quesƟ ons asked in the interview concentrated on what the interviewee considered to be posiƟ ve and 
negaƟ ve aspects of the current theatre spaces, focusing on adaptability and fl exibility, and what they would 
consider changing. The interviewees were then asked about performances held outdoors or in the public 
realm and the limitaƟ ons and benefi ts that arose. The quesƟ ons that were asked were open, to allow for a 
diverse range of answers as each performance discipline is so diﬀ erent. 
This interview (refer to appendix 9.1) acted as a starƟ ng point for discussion about the view on performance 
spaces as an expert in the performing arts. The aim of the interview was to determine what the performers 
saw as signifi cant aƩ ributes that contribute to a successful performance and performance space. 
For the interview, interviewees were approached through personal contacts from Toi Whakaari (New 
Zealand School of Drama and Dance), WhiƟ reia Performance Centre and local dance, music and drama 
insƟ tuƟ ons in Wellington. Eight parƟ cipants were interviewed, covering parƟ cipants from diﬀ erent sectors of 
the performing arts. The parƟ cipants ranged from students, professionals, performers, composers, writers, 
lecturers, directors, and choreographers.
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5 . 1 . 2    Q u e s t i o n n a i r e  p r o c e s s
The quesƟ onnaire was circulated amongst 50 non-specifi c members of the public who were approached via 
e-mail or in person at universiƟ es, dance/drama/music schools, work environments, and through family and 
friends. The interviewees included all demographics and remained anonymous.
The quesƟ onnaire (refer to appendix 9.2) acted as a starƟ ng point for discussion on behalf of the spectator on 
any form of performance. The quesƟ onnaire included a variety of quesƟ ons that directed aƩ enƟ on towards 
views on the qualiƟ es of the public spaces, desired leisure acƟ viƟ es and their preferred performance styles 
and locaƟ ons. The majority of the quesƟ ons were closed ended. The experience of aƩ ending a theatre 
performance is not only limited to Ɵ me spent inside, it also extends to include the experience of planning 
the excursion, the anƟ cipaƟ on and travelling to the event. When performances occur in the public realm, 
more oŌ en than not, the spectator’s aƩ endance at, and engagement with, the performance is typically 
unplanned. This is why the quesƟ onnaire was aimed at any member of the public, not just a theatre goer.
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Fig 5.1  Most popular styles of performance highlighted in the quesƟ onnaire. The diagram represents the kind of space 
that the diﬀ erent styles of performance can be performed in and the spaƟ al requirements of that space
HIP HOP DANCE COMEDY ROCK/POP CONCERTSBANDS MUSICAL THEATRE BALLETPERFORMANCE
 REQUIREMENTS 
Shelter not essenƟal
Indoors or outdoors
Can perform on mulƟple 
levels
SeaƟng not essenƟal
Can fit into smallish space
Diverse range
Shelter not essenƟal
Indoors for voice 
projecƟon/ inƟmacy
Can perform on mulƟple 
levels
Generally a longer period 
of Ɵme so INFORMAL 
seaƟng
Small inƟmate space
Not too large
SHELTER
INDOOR/OUTDOOR
FLOOR LEVEL
SEATING
SPACE SIZE
AUDIENCE SIZE
VERY FLEXIBLE
Shelter essenƟal for 
instruments
Indoors or outdoors
Limited to a flat space due 
to equipment
People usually stand
Large stage space
Quite a large audience 
Shelter essenƟal for 
instruments
Indoors or outdoors. Bar 
= inƟmate
Limited to a flat space 
due to equipment
Standing or informal 
seaƟng
Small inƟmate space
Mid range audience
Shelter essenƟal. LighƟng 
spectacular
Indoors = acousƟcs 
Large space with few 
levels
SeaƟng= usually longer 
show
Large stage space
Quite a large audience
Shelter essenƟal = 
costumes
Indoors or outdoors
Large space with few 
levels
SeaƟng = usually longer 
show
Large stage space
Quite a large audience
FLEXIBLE FLEXIBLE SEMI- FLEXIBLE NOT FLEXIBLE NOT FLEXIBLE
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Adapta?ons that could be made from the ‘tradi?onal’ stage 
to become more akin with their performance style 
Bigger changing rooms and sides of the theatre
Plenty of entrance and exit points onto the stage, 
under the floor, sides and rooŌop
The stage to be elevated quite a bit, especially in a 
bar/ restaurant area
Adaptable stages, being able to move the stage 
around the theatre or lowering and elevaƟng 
depending on the performance style.
A number of entry and exit points for performers
A big bar so that you can get a lot of people in there 
and they can sƟll buy drinks
Have more venues, including outdoors with limited 
set up. Too many logisƟcs of geƫng a stage made 
up 
Adaptable audience areas to make smaller or 
bigger depending on the theatre piece. Bi-folding 
walls  to convert a space
The barriers that prevent people from conduc?ng more 
outdoor performance
HOW THE DESIGN COULD RESPOND TO THESE ISSUES
The stages all appear to be very small spaces
Few or no changing rooms
Weather
DistracƟng noises
Decent flooring
Diﬃcult when there is a lot of sound equipment
The benefits that  performers see of placing their 
performances in public spaces outside the tradi?onal 
performance space
Draw a diﬀerent crowd
Diﬀerent vibe
Barriers would be limited, including seƫng and 
lighƟng
Audience members love to try something new, 
creates an exciƟng feel before the show even 
begins
You would  get a lot more by-passers where as 
when you have your gigs at events people 
obviously have to know about them
Definitely more exposure and accessibility to your 
audience members who would never see this kind 
of dancing
Gather all people from all generaƟons
It would also break down preconcepƟons about 
the ‘eliƟsm’ of the theatre
Provide more of an emphasis on the backstage spaces to 
make the performers experience more enjoyable. This 
would include pre-performance warm up spaces and 
mulƟple access points to the stage area
Have a stage which can be elevated up or down depend-
ing on the performers requirements
Include a performance space within the bar
A lot of the issues are to do with shelter. There needs to be 
a performance space that is in the public realm, however 
under cover. A canopy design would be essenƟal to cater 
to this
Consider to outdoor flooring, wood is a soŌ material that 
would be suitable for performances. Include this material 
throughout the site
Provide a good connecƟon with the indoor change 
faciliƟes to service the outdoor performance areas
This reinforces the reasons for placing more of the 
performances in the public realm, not necessarily 
outdoors
Performances can be placed on or close to circula-
Ɵon paths are performances have found this 
successful for exposure for their discipline
Fig 5.2  Brief summary of the outcome of the interviews and the design intenƟ on. See appendix 
for full interview reports
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Rock/pop concerts
 
Hip Hop Dance 
Bands 
Comedy
These were by far the most popular forms of entertainment that people would go to watch or have been to 
watch. Therefore it would make sense for the venue to cater mainly to these styles of performance so it is 
utlised. However as the venue is adaptable it would definitely be able to cater for an other style of performance
 DESIGN INTERVENTION
Larger space, relaxed seaƟng plan. 
Small or large scale bands. Must be 
able to adapt the stage space
Can occur anywhere, 
indoors/outdoor. RelaƟvely flat areas 
so can perform tricks plus lots of 
people
Small inƟmate spaces, low roof, bar 
type seƫngs
Small inƟmate space also. Get a good 
crowd interacƟon. Bar type situaƟon
1.The styles of performance people prefer to watch  (which therefore dictates the type of space)
Lack of Ɵme
Too expensive
Not sure of the performances 
that are on
Unwilling to pay for a perfor-
mance you don’t know about
5. The main reasons for people not a?ending performances more frequently
DESIGN INTERVENTION
DESIGN INTERVENTION
DESIGN INTERVENTION
Create the performance in areas 
where people can spontaneously 
come across them and get exposure 
without giving up too much Ɵme
Create areas for  buskers so people 
can be exposed for performance 
without having to aƩend and 
commit 
Have a good adverƟsing campaign 
associated with the building. This 
may include short exerts of perfor-
mances in the pulblic realm or 
adverƟsing on digital boards
Have a good adverƟsing campaign 
associated with the building. This 
may include short exerts of perfor-
mances in the pulblic realm or 
In the public realm so you come 
across them more spontaneously 
on your day to day rouƟne
If they were cheaper
Free snippets of shows available 
to get a preview
In a more contemporary context 
ie. Out of the tradiƟonal theatre
The performance area had 
restaurant and bar faciliƟes 
aƩached
6. What would make people a?end performances more frequently?
Make the building have a public 
funcƟon or open to the public during 
the day. Place a lot more of the 
performances outdoors
Free performances in public realm. 
This centre will boost the performing 
arts and hopefully bring down the 
cost of aƩending performances.
Use the urban foyer and outdoor 
spaces to showcase previews
Use the outdoor areas
Place a restaurant/ bar aƩached to 
the theatre which is also used as a 
casual performance  area
BEST: ST JAMES:
BEST: BOTANICAL GARDENS
WORST:  TSB ARENA 
( 70% of the people voted this) 
impersonal, bad acousƟcs, 
Unsuitable, too big and cold, 
empty, Hard to see the performers 
clearly from far back, Poor 
relaƟonship to its surroundings, no 
character, boring space and 
atmosphere
7. Best and worst theatres in Wellington
All seats have a decent view, 
comfort, the style, good 
atmosphere, biggest, tradiƟonal 
stage
Unique and diverse, relaxed 
atmosphere, able to talk with 
friends, bring food, a bit diﬀerent
Remove the TSB. Replace it with a 
nicer venue catered to people 
needs.
Fig 5.3  Results from the quesƟ onnaire and the design response
CHAPTER 5.0 SITE SELECTION 80
DESIGN INTERVENTION DESIGN INTERVENTION
DESIGN INTERVENTION DESIGN INTERVENTION
What is good about these sites
MulƟple seaƟng opƟons available 
so you could arrive without 
disrupƟng the performance
It was on the path of the direcƟon 
you were heading
10. Factors  that would encourage people to stop and watch the performance
AlternaƟve paths people can enter 
from.
Don’t need to walk through front of 
the performance.
Place in a popular circulaƟon route. 
Central locaƟon. 
Lots of diﬀerent areas in the site that 
the performance can occur. 
Performance on diﬀerent paths
Having a good view
Sound quality
Ability to leave when desired 
without disrupƟon
Being able to choose where you sit
14. The key elements to contribute towards an enjoyable, performance in the public realm 
Create a lot of levels in the site 
so the audience has mulƟple 
levels they can choose from
Place in an area with low 
surrounding noise. Sheltered by 
buildings 
Easy access around the site. 
MulƟple paths to move in and 
out from
No  allocated seat numbers 
(indoor). Relaxed seaƟng plans.
Shelter
SeaƟng
Cafe/ Bar/ Restaurant
11. Factors that would determine how long a person would stay in vicinity of the performance  area
Outdoor canopies. The buildings 
having large eaves. Making a 
sheltered path the enƟre way 
through the site
Providing a lot of opƟons to seaƟng
Insert a restaurant/cafe/bar that can 
be also used as a casual performance 
space
Waitangi Park
Civic Square
Cuba Street
Botanical gardens
12. What spaces would you consider as good outdoor performance venues?
Grassy/park area. 
Enclosed by surrounding buildings, 
Everyone looks into the centre of 
the site
Has the boundaries of the buildings. 
Space not too wide to aƩract an 
audience
Natural amphitheater - surrounded 
by natural elements. People looking 
down onto stage. They all have a 
view
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DESIGN INTERVENTION
DESIGN INTERVENTION DESIGN INTERVENTION
DESIGN INTERVENTION
Good access for walking. Away 
from traﬃc
Close to public transport
Low surrounding noises
Close to restaurant, bars, 
supermarket, retail etc
15. Key a?ributes that contribute towards a successful SITE for a performance venue
Pedestrian priority path. Create 
ease of access for pedestrians 
across the road
Good connecƟons back to Lambton 
Quay’s bus route as well as the 
train staƟon
Place performance in a quiet area. 
Noise diﬀused by surrounding 
buildings and trees
Central locaƟon. Place a restaurant 
in the facility.  Good links back to 
Lambton Quay. There are a lot of 
restaurants along the waterfront 
that already add to this 
atmosphere
 
Exercise
Passing through
MeeƟng somebody
EaƟng lunch
19. The main reasons for going to a public area/space  
Create direct and easy paths through 
the site so it is easy for people to 
keep a conƟnuous flow.
Make sure the site is very permeable 
with a lot of pedestrain path
Lots of diﬀerent areas for people to 
hang out
Ledges and siƫng places not too 
close to each other where people 
can eat lunch
Outdoor amphitheater
Small InƟmate theatre
Modern contemporary theatre
Bars/clubs
Outdoor projected movies
17. Preferred style of performance venue to watch a show
Create a version of an amphithe-
ater but so it has a mulƟ-funcƟonal 
use
As well as a large space make it 
adaptable into a small inƟmate 
space for comedy or bands.
Something unique and diﬀerent
Incorporate a bar as a casual 
performance venue
Use a screen to adverƟse upcoming 
events as well as project movies.
  
There are opƟons to sit down 
on ledges, steps, ramps. 
Casual seaƟng to enjoy the 
performance.
The seaƟng is adaptable and 
may change throughout a 
performance or for diﬀerent 
performances.
The audience walks through 
the performance, no seats 
(short and informal perfor-
mances).
22. Would you consider alterna?ve sea?ng arrangements aside from the tradi?onal ones set out 
above?
Casual seaƟng. Ledges, steps, 
ramps
For an indoor performance venues 
create 3 diﬀerent opƟons for 
seaƟng layouts
Lots of circulaƟon paths through 
the site with opportuniƟes for 
performances in mulƟple areas.
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5 . 2  C o n c l u s i o n s  f r o m  t h e  q u e s t i o n n a i r e  a n d  i n t e r v i e w  r e s u l t s
The results from the quesƟ onnaire directly infl uenced the design. Trends that arose in the quesƟ onnaire are 
outlined in Fig 5.1 and Fig 5.3, with the diagrams also outlining the design response to these results.
The interviews highlighted that there was a demand for a more innovaƟ ve theatre space in Wellington, a 
space that was more contemporary and provided mulƟ ple opƟ ons for performance. It also drew aƩ enƟ on 
to the desires for more backstage space as well as outdoor space that was beƩ er equipped for shelter 
and crowd capaciƟ es. Refer to the Fig 6.1 for brief results or the appendix 9.1 for interview quesƟ ons and 
results. A few of the key elements drawn from the interview that performers desired or wanted improved in 
a performance space include:
• Parking and accessibility to the venue
• PracƟ ce studios surrounding the theatre and a large backstage space
• Adaptability of seaƟ ng
• A number of entry and exit points for performers
• The capacity for the audience to view a performance from a ‘birds eye view’ and relaƟ vely close. 
This builds more of a connecƟ on between audience and performers and can draw audience 
members in when they can hear breath and the feet on the fl oor
• Breaking down the ‘fourth wall’, where the tradiƟ onal boundary between the audience and 
performer is broken
• More open spaces that are inclusive of the surrounding landscape
• Using architecture in the movement of the performance
• Remaining close to an audience in the performance
• Boundaries for a performance space could be defi ned through materiality
• Sheltered outdoor areas
• Decent fl ooring if a performance is situated outdoors
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5 . 3   B a c k g r o u n d  o f  We l l i n g t o n ’s  p e r f o r m a n c e  s p a c e s  
For the thesis to be relevant it is necessary to establish and argue for the need of a new performance venue or 
space in Wellington. By closely analysing what performance venues and performing arts insƟ tuƟ ons currently 
exist in Wellington, research can demonstrate whether there is a need for a new venue or not. This will also 
be referenced by gaining opinions from performers and audience; the users of the spaces. These criteria have 
been driven by the concepts understood to contribute to the success of an adaptable, accessible and posiƟ ve 
space in the public realm. The exisƟ ng venues/insƟ tuƟ ons will be examined against the following criteria:
• IdenƟ fy audience numbers and highlight where there may be a demand for a bigger or smaller 
audience number
• Highlight the fl exibility of the space and the diﬀ erent audience/performer relaƟ onships
• IdenƟ fy the locaƟ on to see if it is in an area that is close to ameniƟ es and transport
• Determine the accessibility to the venue. How accessible the theatre is from the street via foot or car?
• Show the connecƟ on of the theatre to the surrounding environment to highlight what is currently 
lacking in Wellington theatres
Wellington is home to most of the naƟ onal arts, dance, theatre, opera and music insƟ tuƟ ons, however, the 
city lacks a central hub that provides informaƟ on on all of these disciplines. Currently, there are a limited 
number of performance spaces in Wellington that are adaptable and fl exible enough to meet the demands of 
current styles of the performing arts. There are a range of tradiƟ onal theatres that are used for performances 
in Wellington (Fig 5.5). It has been established that Wellington lacks theatres with seaƟ ng numbers between 
400 and 1200 (Fig 5.19), however, the results from the interviews conducted by the author in Wellington 
suggest that there was a demand for a theatre in this seaƟ ng number range (for more informaƟ on about these 
interviews refer to secƟ on 5.2). The interview parƟ cipants argued that it is someƟ mes ineﬃ  cient to have to 
hire a theatre twice in one day just to get the correct amount of seaƟ ng.
The analysis of these theatres showed a strong disconnecƟ on between the interior space and the theatre’s 
surrounding environment. As well, most theatres are only being used for a small porƟ on of the week or day. 
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Fig 5.4  Analysis of exisƟ ng performance insƟ tuƟ ons and departments in Wellington. This dia-
gram shows the separaƟ on between all the disciplines’ headquarters
Royal NZ Ballet
DANZ - Dance Aotearoa NZ
Toi Whakaari: New Zealand 
School of Dance and Drama
NZ school of Music
New Zealand School of Music 2 
The NBR New Zealand 
Opera
Toi Poneke Arts Centre
WhiƟreia Performance
Centre
CHAPTER 5.0 SITE SELECTION 85
Fig 5.5 LocaƟ on of exisƟ ng theatres in Wellington and the styles of performance they house. The images 
highlight the buildings’ relaƟ onship from the outside and surrounding context
Play WriƟng
Theatre Drama
Comedies
Pantomime
Opera
Drama
Public meeƟngs
Concerts
Stand up comedian
Children shows
Stage Challenge
Rock Concerts
Sports
Student performances
Danace
Drama
InternaƟonal Dance Day
Royal New Zealand 
Ballet
Choir
Opera
Musicals
Orchestra
The Big Sing
Chamber Music
Conferences
Dance
Large meeƟngs
Local plays
Used during 
Arts FesƟval
Drama
Small music 
performances
Dance
Drama
Free Concerts in 
Summer
Dance
Orchestra
Down StageGryphon Theatre
Soundings 
Theatre
Circa Theatre
Opera House
Bats Theatre
Town Hall
TSB Arena
Illot Theatre
Toi Whakaari 
St James 
Theatre
Michael Fowler 
Centre
Memorial 
Theatre
Botanical Gardens
Seminars
Lectures
Small Concerts
Theatre
Drama
Church Events
GraduaƟon
Orchestra
Singers
Jazz
Concerts
Student Performances
Gigs
Choir
Fig 5.6
Fig 5.7
Fig 5.8
Fig 5.9
Fig 5.10
Fig 5.11
Fig 5.12
Fig 5.13
Fig 5.14
Fig 5.15
Fig 5.16
Fig 5.17
Fig 5.18
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Fig 5.19   Audience seaƟ ng numbers in Wellington theatres. There is a clear 
gap between 400 and 1300 seats
BATS
GRYPHON
THEATRE 
WELLINGTON TOWN HALL  MICHAEL FOWLER CENTRE MEMORIAL THEATRE
OPERA HOUSE 
ST JAMES THEATRE 
ILLOT THEATRE
SOUNDINGS THEATRE TOI  WHAKAARI
600 800 1000 1200 1400 1600 1800 2000 22000 200 400 2400 2600
WHITEREA 
130
368
328
1381
1552
2210
1600
300
200
240
100
84
Number Of Seats
DOWNSTAGE
= 10 seats
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 Bats Theatre
Downstage Theatre
Gyphron Theatre
Wellington Town Hall
Michael Fowler Centre
Memorial Hall, Victoria Uni
Opera house
St James Theatre
Whitirea Theatre
Thistle Hall
12pm
Illot Theatre
Soundings Theatre: Te Papa
Te Whaea Theatre
6am 6pm12am
= 10 seats
5.20 Time of use of the theatres. The theatres that are integrated into an educaƟ onal insƟ tuƟ on 
are used for a longer period of the day
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and flexibility of the spaceAccessibility
Audience/performer rela?onshipConnec?on to surrounding
 environment
TSB Arena
Illot Theatre
Town Hall
Circa Theatre
Soundings Theatre
Opera House
Bats Theatre
Downstage
Toi Whakaari
Gryphon Theatre
St James Theatre
Michael Fowler Centre
Memorial Theatre
Botanical Gardens
One main access point into the building, however 
surrounded by a lot of circulaƟon paths 
Situated in the ground floor of The Town Hall. 
Access to theatre through the town Hall
One small access point  oﬀ a small path.  
Accessible via walking
Based on the waterfront, the building is visible 
and approachable from all direcƟons. There is 
one main entrance point
Situated in the ground floor of Te Papa, the 
theatre entrance is within Te Papa
Access to back stage is down Opera House Lane. 
There is one main entrance into the theatre oﬀ a  
main street
Small entrance oﬀ a main busy street in 
Wellington.
Opposite Bats Theatre, however on the more 
populated side of the road which is more 
accessible
As the theatre is not in the city, it is common to 
drive to this venue. The theatre is located within 
the Toi Whakaari building
Small entrance a busy Wellington street
Accessed oﬀ Wellington's Courtenay place. 
The front facade is very visible with mulƟple 
entrances along the facade
The entrance is dominant with a lot of glass. There is only 
one main entrance to the building although all of the 
facades are visible from the surrounding site
Located within a building at Victoria 
University, the access is very diﬃcult and 
hard to get to
MulƟple entrance points onto the site. A 
public thoroughfare
The building is situated right on a public place on 
Wellington's waterfront. It has no connecƟon at all with 
the outside
As the theatre is within the Town hall, there is no 
obvious sign that a theatre even exists within the 
building
This building has no engagement with the surrounding 
context. This is poor as it opens out onto Civic Square
This building is small in scale which relates beƩer to the 
context. There is a cafe which opens out to the waterside 
but no expression of creaƟvity is shown
As it is located within Te Papa, there is no connecƟon at 
all with the surrounding context
The Opera House is surrounding by buildings on all three 
sides. It makes a relaƟvely low impact on the street front
Located on a very busy street, there theatre does not 
open out as it would not benefit from the traﬃc noise
The theatre is also on a busy street and has no 
connecƟon at all with the outside
The building itself has a strong connecƟon with the 
surrounding context. There are view shaŌs into rehearsal 
spaces from internal and external spaces. The theatre 
opens out to a main atrium in the building
No connecƟon with the surrounding environment
The foyer has a strong connecƟon with the  large 
footpath  running by the building. This is enhanced by 
having a large pedestrian path outside as well as visual 
connecƟons into the foyer
Placed in Civic Square, there is the potenƟal for this 
building to interact beƩer with the context. The building 
only opens out to a street and car park
No connecƟon with the surrounding environment
As the theatre space is outdoors, there are strong 
paths linking the theatre space with the surround-
ing context
This space is quite adaptable as it can host sports games, 
dinners, shows, events,exhibiƟons. SeaƟng can be brought in 
and out
Fixed seaƟng plan
This space can be used for a sit down dinner or transformed by 
placing seats in the open space for a performance on the 
elevated stage
Circa has two theatres, this means that two shows can run 
simultaneously
Fixed seaƟng and stage
Very tradiƟonal in its form, with mulƟple terraces There is 
fixed seaƟng and a fixed stage
Very small and inƟmate. Stage is a ground level and there is 
fixed seaƟng which rises above the stage.
This has an adaptable seaƟng plan that can be moved around
This is a large stage area where the seats can be pushed or 
pulled away. Performance can also occur in the atrium space as 
well as any of the rehearsal spaces
Fixed seaƟng and stage
Fixed seaƟng and stage. Very tradiƟonal. The seats are on 3 
separate levels so  you choose to open the desired number of 
levels
Fixed seaƟng and stage. There are two levels for seaƟng; the 
ground floor and the upper level
Fixed seaƟng and stage
The grass bank is used as a area for seaƟng which is very 
flexible as people can choose where they sit. The stage is a 
natural ampitheatre
Fig 5.21 Analysis on the exisƟ ng theatres in Wellington
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Civic Square
Te Aro Park
Waterfront
Parking 
ACCESS INTO THE BUILDING AND CIRCULATION PATHS SURROUNDING AMENITIES VISIBILITY INTO THE BUILDING
1. Town Hall
2.Michael Fowler Centre
 
3. Opera House
1
2
3
All of the buildings only have one main access point 
into the building. The Town Hall opens oﬀ  a secondary 
walkway resulƟ ng in limited public interacƟ on. There 
are a lot of pedestrian paths surrounding The Town
Hall and Michael Fowler Centre and the building’s ac-
cess accommodate to this
The theatres are in a prime locaƟ on to aƩ ract audi-
ences as they are situated in the proximity of Civic 
Square, the Waterfront, Parking areas and Parks as 
well as in the CBD
There is no visual connecƟ on between the outdoors 
and the interior. There is no sense of what is going on
inside the building. There is a lack of visual connec-
Ɵ on with the exterior and a new theatre design could 
address this issue
SelecƟ on of 3 theatres in Wellington to analyse
SELECTION OF 3 THEATRES IN WELLINGTON
Fig 5.22 A diagram analysis of three of the several theatres around Wellington. Many 
of the theatres have the similar outcomes as the theatres analysed above
E S AND CIRCULATION PATHS ROUNDING AMENITIES ISIBILITY INTO THE BUILDING
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The majority of theatres are closed in oﬀ  the street and are very classical in form. There was also a strong 
trend of theatres opening directly oﬀ  the main streets of Wellington with no relaƟ onship to the surrounding 
context and lacking in urban features leading up to the building. These theatres hold a great sense of 
grandeur in their architectural form which is highly appealing, however they are not always appropriate to 
all the forms of performance. 
As part of the New Zealand School of Drama and Dance, the Toi Whakaari theatre is one of the most 
successful performance venues. This is the result of its accessibility and acƟ vity use, as the theatre space is 
within an insƟ tuƟ on, therefore is used mulƟ ple Ɵ mes a day. As a result, this theatre has a constant fl ow of 
people in and around the space and has the ability to open out into the main indoor atrium space. In this 
insƟ tuƟ on there is a connecƟ on to the surrounding context as windows are placed on the facade of the 
building, allowing people to view in or out of the rehearsal spaces. These rehearsal spaces can also be used 
as performance venues when required.
The range of the performing arts insƟ tuƟ ons are mapped to show their locaƟ on in Wellington and the 
amount of departments that currently exist (Fig 5.4).  
Currently there is limited performance space in Wellington that is adaptable and fl exible to meet the demands 
of the current users. The following the design chapter, will focus on adaptability, and the relaƟ onship of the 
theatre to the surrounding context.
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5 . 4   S i t e  a n d  c o n t e x t
One of the intenƟ ons of the design process outlined below is to locate a network of sites around Wellington 
city where alternaƟ ve performance venues can be held. These venues will hopefully draw in a diverse 
audience; those who would otherwise choose to aƩ end, or to be exposed to, performances. In addiƟ on, the 
aim is to make performance more vivid, accessible and more aƩ racƟ ve to the public. It is necessary to create 
a space that meets the demands of the more modern performance styles and revitalises the tradiƟ onal 
forms of performance such as opera and ballet in a more modern context.
There are two parts to this design process. The fi rst is to establish a network of sites around Wellington city. 
These have been selected for two reasons: they have spaƟ al qualiƟ es that lend themselves to performance 
and there is potenƟ al for the site to benefi t from performance, providing revitalisaƟ on at certain Ɵ mes of 
the day. The level of design intervenƟ on is limited at each of these sites and they will be used as successful 
‘found’ spaces for performance that will be adverƟ sed to the community. The second part is the design 
intervenƟ on for a performance centre which is carried out in Chapter 6.
The site and context analysis establishes the chosen sites in Wellington and their suitability as a performance 
venue. The analysis will provide a beƩ er understanding of the area and will highlight aspects from the site 
that will infl uence the design in the following chapter. Site analysis is a parƟ cularly relevant process as it 
is important that an appropriate site is selected as a successful site is necessary to draw the crowds for a 
performance. CiƟ es are fi lled with potenƟ al impromptu venues that, if exploited in innovaƟ ve ways, can be 
used for performances (Crabtree, 2011). 
AŌ er studying the precedent analysis, it appears that most of the choreographers placed performances in 
spaces that needed revitalisaƟ on at certain Ɵ mes of the day. The precedents also highlighted the successes 
of performance spaces being placed on, or close to, circulaƟ on routes and opening out into the urban realm 
to capture spontaneous interacƟ on and enƟ ce passers-by to engage with the performance. 
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5 . 5   S e l e c t i o n  o f  c h o s e n  s i t e s
1. EVENTS CENTRE WHARF
2. WELLINGTON RAILWAY STATION
3. KUMUTOTO WHARF(Railway staƟon to Meridian Energy Building)
4. PLIMMER STREET STEPS
5. OVERSEAS TERMINAL
6. HIKITIKA CRANE, TARANAKI STREET WHARF
7. TSB ARENA, QUEENS WHARF - MAIN PERFORMANCE HUB
8. OPERA HOUSE LANE
1
2
3
4
5
6
7
8
Fig 5.23 The potenƟ al network of sites around Wellington. The eight sites 
have been selected to be analysed for their potenƟ al to site performance
1. EVENTS CENTRE WHARF
2. WELLINGTON RAILWAY STATION
3. KUMUTOTO WHARF (Railway StaƟ on to Meridian Energy Building)
4. PLIMMER STREET STEPS
5. OVERSEAS TERMINAL
6. HIKITIKA CRANE, TARANAKI STREET WHARF
7. TSB ARENA, QUEENS WHARF 
8. OPERA HOUSE LANE
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5 . 5 . 1    H i k i t i a  C r a n e ,  Ta r a n a k i   
  S t r e e t  W h a r f  P r e c i n c t
The HikiƟ a fl oaƟ ng crane is a Wellington icon and 
thought to be the world’s oldest working ship of this 
type and is berthed at Taranaki Street Wharf.
PotenƟ al for the site: 
The foredeck is a large enough area for a large 
scale performance; already, many performances 
(such as the one held by The Beat Girls) have taken 
place on this boat. The Crane provides potenƟ al for 
performances, with the ability to use the height of 
the crane for performers as well as the surrounding 
wharf for spectators. The boat also has the potenƟ al 
to be moved around the wharf, which creates new 
viewing audiences and view shaŌ s. The wharf has the 
potenƟ al to house a performance venue; however 
this site seems to be quite successful as a found space 
in the urban realm at present.
Fig 5.24  The crane can be seen from a distance which 
will draw people to the site. There are large areas for per-
formance on the foredeck
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Fig 5.25 HikiƟ a Crane and Taranaki Street Wharf  are located in 
the centre of Wellington’s harbour
Within the area of Taranaki Street Wharf there is a range of diﬀ er-
ent typologies which aƩ racts a diverse audience and keeps them 
in the area
The noise may be a limitaƟ on of the site as it is quite exposed on the 
crane. The site is situated back oﬀ  the road so noise will not be an 
issue from vehicle traﬃ  c
There is a very strong pedestrian network that runs along the
waterfront which is a key element to draw in an audience for 
a performance. The bus network is close by to cater for public 
transport
There are a lot of ameniƟ es that will aƩ ract people to this site in 
parƟ cular, Te Papa and Circa Theatre
There are many access points via foot from all diﬀ erent angles of 
the site giving people choice and fl exibility
Fig 5.26 Site analysis of the HikiƟ a Crane and the Taranaki Street Wharf
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PotenƟ al opƟ on 1 for stage and audience placement PotenƟ al opƟ on 2 for stage and audience placement PotenƟ al opƟ on 3 for stage and audience placement
Fig 5.27  Adaptability of the performance space and audience space with the crane hav-
ing the fl exibility to be moved to diﬀ erent locaƟ ons around the wharf and harbour
Placing a performance on a boat provides fl exibil-
ity for the performance to be moved from locaƟ on 
to locaƟ on. It is never staƟ c. By moving the per-
formance this also results in the audience being
sited in diﬀ erent locaƟ ons. As the ship is quite old 
it would probably not be moved far from its cur-
rent locaƟ on. However, if it was able to  be moved, 
placing it at diﬀ erent locaƟ ons all along the wa-
terfront could provide a real sense of excitement
Performance is not limited to just on the crane boat. The wharf 
area can also be used as a performance area
SITE POTENTIAL: ADAPTABILITY OF THE PERFORMANCE STAGE AND THE AUDIENCE
SITE POTENTIAL: UTILISING BOTH LAND AND WATER
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Fig 5.28 Performance by Infi nite Dance Crew of Wellington on the HikiƟ a Crane. This drew an audience of 
passers-by that formed a group on the wharf as they watched onto the boat
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5 . 5 . 2    O p e r a  H o u s e  L a n e
This site runs alongside Wellington’s Opera House. 
Over the years the wall has been embellished by an 
array of graﬃ  Ɵ  providing a sense of character. On 
the downside the lane is dimly-lit and uninviƟ ng. 
However, Opera House Lane oﬀ ers something quite 
unusual that would lend itself to performance such as 
the long narrow path and “grungy” atmosphere. 
PotenƟ al for the site: 
If the site were to be used for a night Ɵ me performance, 
it would be revitalised as acƟ vity in the site would 
make it a safe night-Ɵ me circulaƟ on path. The narrow 
concrete walls of the lane provide boundaries for 
performance.
Fig 5.30  Graﬃ  Ɵ  on the walls gives the space a sense of 
character and uniqueness to the site
Fig 5.31  A long narrow circulaƟ on path guides the perfor-
mance and audience
Fig 5.32 The cut out on the edge provides a stage for per-
formers and the audience gathers in the lane
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Fig 5.29  Site map of Opera House Lane
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Fig 5.33  Opera House Lane is situated directly in the centre of 
Wellington’s CBD. It is used during the day as a circulaƟ on path as 
it makes the site more permeable
Opera House Lane is mainly surrounded by retail. Apart from when 
a show is on in the theatre, the surrounding site is not acƟ vated at 
night Ɵ me. Even when a show is on, the theatre is closed oﬀ  from 
the street. Performances in the public realm at night may make this 
a safer place to use
The site does not have great visibility from the street. There is a 
small entrance to the lane on either side of the block.  There is good 
permeability through the street blocks making the site accessible
The site is accessed oﬀ  one of Wellington’s main bus routes. The 
surrounding roads are very busy with a lot of traﬃ  c resulƟ ng in the 
arrival to the site being easily accessible
The site is a block over from Cuba Street which is heavily acƟ vated 
at night Ɵ me. Opposite the entrance to the lane is a park which 
draws a lot of people to the area at lunch Ɵ me
The buses create the most disrupƟ on with noise. However, due to the 
length of the lane, if a performance was situated back into the lane 
then this noise would not be an issue
Fig 5.34  Site analysis of Opera House Lane
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5 . 5 . 3   We l l i n g t o n  R a i l w a y  S t a t i o n
Wellington Railway StaƟ on was built in 1880 and is 
the southern terminus of the North Island’s transport 
system and the hub of Wellington’s public transport 
system. 
PotenƟ al for the site:
Train staƟ ons are tradiƟ onally known as a meeƟ ng 
and desƟ naƟ on point so this is an ideal performance 
site as it is a central circulaƟ on point; people move 
through this site mulƟ ple Ɵ mes a day. Below is a 
video link of a spontaneous fl ash mob performed by 
Infi nite Dance Crew at Wellington Train StaƟ on. It was 
interesƟ ng to see the reacƟ on of the public and how 
they all stopped and engaged with the performance.
StraitShippingLtd. (2011 October 10). Bluebridge Hip Hop 
Flash Mob Wellington Railway StaƟ on NZ. [Video File]. Video 
posted to: hƩ p://www.youtube.com/watch?v=1M0j6k-
Qrrw
Fig 5.32 6 Entrance/outdoor area of Wellington Railway Sta-
Ɵ on
Fig 5.37  Internal foyer circulaƟ on space which can be used 
as a performance site
Fig 5.38   Internal foyer
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Fig 5.35  Site plan of Wellington Railway StaƟ on
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Fig 5.39  The Railway StaƟ on is placed right at the entrance to 
Wellington and is in the proximity of all the public transport sys-
tems
It is in an area that is mainly populated with commercial build-
ings with the busiest Ɵ mes of the day being before and aŌ er 
work, however public transport runs well into the night
The site is accessible by various pedestrians paths and is visible 
from mulƟ ple surrounding locaƟ ons
Having the train staƟ on building as a performance venue means 
that public transport is very close by. The train staƟ on provides 
transport to the northern suburbs and the bus staƟ on provides 
public transport around the city. There are two main roads into 
the city that the train staƟ on is situated between
If using the indoor part of the train staƟ on it is sƟ ll quite exposed 
to the railway on the Northern side of the building however this 
noise is not constant as the trains do not run all day. If perfor-
mance is occurring in the fore court of the train staƟ on the area is 
quite exposed to the traﬃ  c, however this does not aﬀ ect perfor-
mances dramaƟ cally
The train staƟ on is essenƟ ally an end point to Wellington city be-
fore you head out to the Northern suburbs. There is a supermar-
ket on site and surrounding the site is Victoria University which 
draws a younger crowd. Across the road is the ferry terminal 
which transports people to and from the South Island
Fig. 5.40  Site analysis of Wellington Railway StaƟ on
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New World
SITE POTENTIAL: MULTIPLE OPPORTUNITIES FOR STAGE/ AUDIENCE INTERACTION
  
Stage and circulaƟon space
PotenƟal bridge connecƟon across the main road
In the precedent analysis, public circulaƟ on areas proved to be very successful as a performance space. 
Therefore, placing a performance space in the high circulaƟ on area of the railway staƟ on is likely to be 
successful. The faded blue strip is an underground tunnel that connects the bus staƟ on with the railway 
staƟ on.
As the road between the railway staƟ on and waterfront is very busy, it prevents people from crossing 
it. A bridge across the road will encourage people to uƟ lise the waterfront from as far down as the 
railway staƟ on
Fig 5.41  The internal foyer on the Railway StaƟ on is successful as a cir-
culaƟ on space and a stage area due to the width of the space and how it 
guides people through the circulaƟ on space
Fig 5.42  The outdoor entrance path to the StaƟ on is an 
ideal site for performance with a large promenade and a 
conƟ nuous fl ow of people
Fig 5.43 The plaƞ orms where the train arrive act as an 
outdoor stage for performance, while the audience can be 
placed on the plaƞ orm or the train
SITE POTENTIAL: PUBLIC CIRCULATION SPACE AS A STAGE SITE POTENTIAL: CREATE A STRONGER CONNECTION TO THE WATERFRONT
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5 . 5 . 4    P l i m m e r  S t r e e t  S t e p s
Plimmer Street Steps connects two of Wellington City’s 
main streets: Lambton Quay and BoulcoƩ  Street. This lane 
provides levels through steps and ramps, on the hill incline 
and buildings create the boundaries on either side of the 
path.
PotenƟ al for the site:
The audience could be situated on the path itself or look 
down from the surrounding buildings. The site creates 
a natural stage with no audience member or performer 
being hidden due to the natural slope of the site. There are 
also a lot of ledges down the path providing seaƟ ng for the 
audience. 
SURROUNDING TYPOLOGIES
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Fig 5.44  Site map of Plimmer Street Steps
Fig 5.45  View up Plimmer Street Steps. The steps 
provide levels for performers so all  the performers 
can be seen
Fig 5.46  The ledges provide an area for the audi-
ence to sit on while the performance occurs on the 
pathway
Fig 5.47 The surrounding buildings that look 
down onto the site where the audience could look 
down from
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Fig 5.48 Plimmer Street Steps connects Lambton Quay and 
BoulcoƩ  Street through a series of ramps and steps
Plimmer Street Steps is a circulaƟ on path connecƟ ng the Terrace 
with Lambton Quay. Lambton Quay is where the main bus route 
runs, however at the upper end of the steps it is a relaƟ vely quiet 
street. BoulcoƩ  Street leads onto the motorway and easy to ac-
cess from geƫ  ng oﬀ  the motorway
There are a number of parking buildings surrounding the site to 
provide ease of access for people arriving via car. There is a uni-
versity and supermarket close by as well as the public transport 
system
Plimmer Street Steps are situated in the central city and are sur-
rounded by retail, oﬃ  ces, apartments and government buildings. 
Therefore draws in a diverse range of people
The access oﬀ  Lambton Quay is good as it is right on the bus 
route and main retail path. The upper end access to Plimmer 
Street Steps comes oﬀ  BoulcoƩ  Street which doesn’t have a 
high pedestrian use as it is the back side of all the buildings. The 
lane can be looked down upon from the surrounding buildings
As the site is a skinny circulaƟ on path, the surrounding buildings 
block out any road noise. The further down Plimmer Street Steps 
you get, the nosier it becomes as you approach Lambton Quay. 
At the top of the stairs the traﬃ  c noise is minimal
Fig 5.49 Site analysis of Plimmer Street Steps
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Audience Stage/ performers
Fig 5.51  The ledges provide an elevated level for both the audience to sit on or 
performer to perform on. The audience has the opƟ on of walking down the circula-
Ɵ on path around the performance or alternaƟ vely sicking to one side of the path
Fig 5.50 The steps and sloping paths provide a natural stage 
for performance. It creates a series of levels for the performance 
as well as elevated viewing locaƟ ons. The performance can be 
viewed down on from the buildings above or can be viewed 
while walking on Plimmer Street Steps
SITE POTENTIAL: MULTIPLE AREAS FOR VIEW SHAFTS AND AUDIENCE/PERFORMER INTERACTIONS
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5 . 5 . 5   O v e r s e a s  P a s s e n g e r    
  Te r m i n a l   
The Overseas Passenger Terminal (1910) is an old ferry 
terminal that currently funcƟ ons as an events centre. 
It is situated on a very prominent site in the marina 
wharf area in Wellington that has a lot of potenƟ al for 
innovaƟ on.
PotenƟ al for the site: 
The pier protrudes out from the city’s edge, providing a 
stage for many audiences around the city. The current 
building on the site is not successful as all the funcƟ ons 
are inwards facing and there is no relaƟ onship to the 
surrounding context. It does not uƟ lise the potenƟ al 
that the site oﬀ ers. By revitalising both the building 
and the site, performance could encourage people to 
engage more with the abandoned pier. 
DISTANCE TO AMENITIES
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Fig 5.52  Site map of the Overseas Passenger Terminal Fig 5.53  PerspecƟ ve of the Overseas Terminal
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The overseas terminal is on the outer of the CBD. It’s surrounded 
predominantly by residenƟ al buildings, however not as many 
oﬃ  ces and commercial buildings. There are a few restaurants 
and bars in the area, however relaƟ vely dead at night Ɵ me
Fig 5.54  Located on a Pier in Wellington’s harbour and can be 
seen from mulƟ ple sites around the city. The site is not used very 
oŌ en due to the building that is currently on the site, but the area 
is used as a circulaƟ on path in the mornings and evening. There is 
a lot of acƟ vity in the weekend with the markets. Weather is a huge 
factor that determines the use of this waterfront site
Te Papa and Oriental Bay Beach are close by. It is a popular area 
due to Waitangi Park and all of the pedestrian routes along the 
waterfront. People tend not to walk out towards overseas termi-
nal as there is not much to see so tend to sƟ ck close to Waitangi 
Park
The Overseas Terminal comes oﬀ  Oriental Parade Road that 
goes around the bays. It is set back oﬀ  the main road with a 
road and walking path leading to the site. The main road into 
Wellington lines the other side of the park
The site is very visible from all around Wellington as it juts out on 
the Pier. It can be seen from over Mount Victoria as well as from 
the other side of the CBD; it is a very exposed site which may not 
be very good for performance. There is vehicle access and park-
ing right on the site
 
There is a pedestrian route that runs from the train staƟ on 
all the way along the waterfront to the overseas terminal, 
providing a key link to the site
Fig 5.55 Site analysis of The Overseas Passenger Terminal
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Stage Area Audience
SITE POTENTIAL:  UTILISING THE SURROUNDING SPACE
Fig 5.56  UƟ lising the water space surrounding the site allows for an innovaƟ ve and unique way to site the audience or performers. This also maximises the performance area 
as it is somewhat restrained by the boundaries of the site. If the ocean is uƟ lised as an opƟ on for performers or audience then the audience space can also extend around the 
walkway by Te Papa to be used as a viewing plaƞ orm
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5 . 5 . 6    K u m u t o t o  W h a r f  P r e c i n c t
The Kumutoto Wharf is an open plaza that runs 
from the Meridian Energy building to the Westpac 
Stadium providing a conƟ nuous connecƟ on along the 
waterfront promenade.
PotenƟ al for the site:  
ConducƟ ng performances on this site would 
encourage use of an end of the waterfront precinct 
that is currently occupied with car parking. It would 
provide conƟ nuity along the enƟ rety of the waterfront, 
connecƟ on the stadium to Oriental Bay. The area is 
well located; directly across the train staƟ on and in 
close proximity to the ferry terminal. 
Site
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City central
Fig 5.57  Site map of the Kumutoto Wharf area
Fig 5.58  The main highway that runs between the 
Kumutoto Wharf and the railway staƟ on
Fig 5.59  At present, the council is building a cov-
ered walkway along this path
Fig 5.60  The poor relaƟ onship between the road 
and walkway that leads to Westpac Stadium
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This is a similar area to the Railway StaƟ on but on the other side of 
the road, therefore surrounded by diﬀ erent building typologies. It is 
sƟ ll  surrounded by a lot of commercial and business buildings and a 
few restaurants. It is not very close to retail shops or public buildings
Fig 5.61  Located down by the railway and ferry terminal, this 
site has the potenƟ al to provide a beƩ er connecƟ on between 
the public transport systems and the Westpac Stadium
The whole site runs directly parallel to the road which generates a lot 
of traﬃ  c noise. The port is also to one end of the site where a lot of 
ships and noise will occur throughout the day and evening
The path along the waterfront is highly desirable for pedes-
trians. There is a circulaƟ on path that leads all the way along 
the waterfront. There is a main road into Wellington that runs 
down one side of the site. Oﬀ  this main road are secondary 
roads that lead to Lambton Quay
This site runs along Customhouse Quay which is a main 6 lane road 
in and out of Wellington. The site is clearly visible when driving along 
this road. Surrounding tall buildings look down on the site. Access to 
the site is quite limited. It is not easily accessible from the main road, 
however  it is easy to access via foot from the waterfront promenade
There are a lot of restaurants situated along that area of the water-
front, as well as old heritage buildings that have been transformed 
into museums which aƩ ract a diverse range of people. The TSB Are-
na and Frank KiƩ s Park are not far away. It is also at the centre of 
Wellington’s transport hub, therefore there is always a constant fl ow 
of people
Fig 5.62  Site analysis of Kumutoto Wharf
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RAIL
BUS
FERRY
SITE POTENTIAL: REVITALISING A PARKING LOT AND AN INDUSTRIAL AREA SITE POTENTIAL: CREATING A BETTER CONNECTION TO THE 
PUBLIC TRANSPORT SYSTEM
At present there is a 6 lane road separaƟ ng the main side of 
town with the railway and the waterfront.  As it is such a popu-
lar site in Wellington (being the transport hub), there would be
great benefi ts in having a connecƟ on from the railway staƟ on
directly to the waterfront
This end of town is not used as much as there is limited urban design
to aƩ ract people to the site. People tend to use the opposite side of the
road. This access route is a very important path as it leads people di-
rectly to the Westpac Stadium. Revitalising this area would draw more
people into using  this pathway
Fig 5.63 Site potenƟ al for the Kumutoto Wharf area
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5 . 5 . 7   Q u e e n s  W h a r f
Queens Wharf is situated on the waterfront in the 
heart of Wellington city. In the 1800s, it consisted of a 
series of wharfs, however over the years the land has 
been reclaimed land and forms the current Queens 
Wharf site.
PotenƟ al for the site: 
This site is occupied by a range of restaurants and bars 
which aƩ ract a diverse range of people at night. The 
site oﬀ ers key pedestrian links back to the city and 
there is also potenƟ al to link Frank KiƩ s Park into the 
site.
Fig 5.65 PerspecƟ ve of Queens Wharf
Site
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Fig 5.64 Site map of Queens Wharf
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Fig 5.66  This site is situated out on a pier at the 
end of Queens Wharf. The space is heavily used as 
a circulaƟ on path on the way tooand from work. It 
is also a very popular area for aŌ er work drinks on 
weeknights and the weekends. It is a popular lunch 
spot as it is close to the CBD
There are a lot of bars and restaurants in the area. There is a large 
parking building underneath the TSB Arena to provide adequate park-
ing for the site. The public transport system is also very close. Frank 
KiƩ s Park is also close by which might encourage people to linger be-
fore or aŌ er events
Due to the proximity to Lambton Quay, the site is situated close to 
retail/oﬃ  ce and corporate buildings. Next on the Queens Wharf pier 
is a series of old wool sheds and restaurants. These building typolo-
gies are very geometric in form and follow a grid like paƩ ern across 
the city
This is a pedestrian based area which is ideal for performance spaces 
as people can walk by and interact with the performance. One of the 
main roads into Wellington runs directly between the site and Lamb-
ton Quay. As the site is on a pier, the pedestrian circulaƟ on path does 
not run through the site as there is an old shed on the site and it 
is not feasible to walk out to that area unless you are going to the 
desƟ naƟ on point
Visibility is very good as the site can be seen from mulƟ ple points 
along the waterfront promenade. This is an advantage as people 
might see the venue and it will aƩ ract them to come and see it. Ac-
cess onto the site is through the main events centre area which is 
quite well known as a meeƟ ng area. It can also be accessed from 
either side via the waterfront promenade
This site is quite sheltered from the 6 lane road by a number of build-
ings. The site is somewhat exposed to weather condiƟ ons such as 
wind as well as boaƟ ng noises
Fig 5.67  Site analysis of the Queens Wharf pier
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5 . 5 . 8   T S B  A r e n a  s i t e
Situated on the Queens Wharf, The TSB Arena is an 
events centre that has caused much controversy 
over its locaƟ on and because, as a large enclosed 
shed on Wellington’s waterfront, it does not respond 
to its context. It is situated in a prominent spot on 
Wellington’s waterfront, close to the CBD, the park 
and highly acƟ ve pedestrian paths.
PotenƟ al for the site: 
There is potenƟ al for there to be a stronger link 
between the building and waterfront (City to Sea). 
There is also potenƟ al for a building which is more 
open and permeable, to create a beƩ er relaƟ onship 
to its surrounding context, including acƟ ve facades 
and visual links. There is also potenƟ al for the building 
to engage more with main plaza which runs through 
Queens Wharf. On the other side of the site, there 
is the opportunity to engage with Frank KiƩ s Park 
and extend the landscape from the park through the 
enƟ rety of the site. 
Site
Outer
Inner
Industrial
City central
Fig 5.68  Site map of TSB Arena Fig 5.69  Photos of the TSB Arena from all angles of the site, highlighƟ ng the poor scale of the building and poor relaƟ onship to the surrounding context
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Lambton Quay is only a few blocks over with a small road di-
rectly linking the two areas. This covers retail and oﬃ  ce build-
ings as well as a lot of hotels and residenƟ al. On the Queens 
wharf there are a number of restaurants and bars. Overall 
there is a diverse range of building typologies including muse-
ums and galleries
One of the main roads into Wellington runs directly between 
the site and Lambton Quay. The site is mainly accessed via foot 
from the large pedestrian promenade. The main bus route runs 
down Lambton Quay and is also easily accessible. As the site is 
on the waterfront it is part of a circulaƟ on path and a design on 
this site could enhance this pedestrian circulaƟ on  which at the 
moment is inhibited by the buildings
The site can be seen from mulƟ ple points along the waterfront 
promenade, drawing peoples aƩ enƟ on to the area. The access 
onto the site is through the Events Centre area which is quite 
well known as a meeƟ ng place.
This site is quite sheltered from the 6 lane road as there are a 
number of buildings that shield the noise. The weather condi-
Ɵ ons aﬀ ect the other side of the wharf. The site is sheltered by 
the Wellington Waterfront building which provides good shel-
ter for outdoor performance
There are a lot of bars and restaurants which keeps people 
in the area. There is a large parking building underneath the 
TSB Arena which is essenƟ al to cater for large events. The 
public transport system is also very close. Frank KiƩ s Park is 
also close by which might encourage people to linger before 
or aŌ er events
Fig 5.70  Site plan. The space is heavily used as a circulaƟ on path 
in the morning and evenings. It is also a very popular area for aŌ er 
work drinks on weeknights and the weekends. It is a popular lunch 
spot as it is very close to the CBD. When an event is on at the West-
pac Stadium, this area of town is always heavily used
Fig 5.71  Site analysis for the TSB Arena
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5 . 6   S i t e  a n a l y s i s  s u m m a r y 
The site analysis idenƟ fi ed a series of sites around Wellington that could potenƟ ally successfully host 
performance. Each of the sites has specifi c characterisƟ cs and unique elements that could contribute to 
performance in diﬀ erent ways. The types of performance that could potenƟ ally be placed in these sites 
include but are not limited to, contemporary dance, hip hop dance, solo musicians as well as group 
performances. The performances will have to be fl exible and adapt to weather condiƟ ons, levels in the site, 
surrounding noise, fl oor materiality and pedestrians. By allowing these performances to be sited around the 
city, the performance potenƟ al is expanded within the city, without confi ning it to the theatre. 
The spaces highlighted are valuable as ‘found’ spaces and do not need intervenƟ on but are considered 
important as part of the network of sites around the city. ‘Found’ spaces are exciƟ ng because they oﬀ er 
opportuniƟ es for interacƟ ng creaƟ vely with unusual elements such as spontaneous factors outside of the 
performers’ control. There will always be a place for this kind of performance, hence this thesis does not 
only suggest a proposed design for a new building and theatre space, but also a network of sites around the 
city where a range of approaches to performance can be accommodated.
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5 . 7   C o n c l u s i o n
A series of ‘found’ spaces around Wellington were outlined in this chapter which had potenƟ al 
for spontaneous and informal performance. These sites form a network of performance spaces 
across the city which will expand the performance potenƟ al within the city and increase the scope 
for performers and spectators. There is a need, within this network and based on the studies 
conducted, for a permanent performance venue to house a certain audience number. (Refer to Fig 
5.19 at the beginning of this chapter).
Therefore, although all of these sites have been analysed, only one of the sites will be selected 
for a design intervenƟ on. The site that proved to be the most suitable for a design intervenƟ on is 
the TSB Arena site as it is large enough to house a new performance venue. The Queens Wharf 
area met a number of the criteria outlined for the site analysis. It is located in an area of diverse 
acƟ vity, low ambient noise and ease of access for pedestrians and vehicles so it has great potenƟ al 
to house a performance venue. The waterfront is not uƟ lised to its potenƟ al at night Ɵ me as there 
is nothing to draw people there in the evening.
While the Overseas Terminal area is also a key site to house a performance venue, it may not 
aƩ ract the same number of pedestrians.
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5 . 8   D e t a i l e d  s i t e  a n a l y s i s  o n  t h e  c h o s e n  s i t e
Following on from chapter 5.3.8, addiƟ onal posiƟ ve and negaƟ ve elements of the TSB Arena site are analysed 
below. These aspects highlight which areas of the site are successful (in terms of funcƟ onality as a public 
space) and which areas of the site potenƟ ally need aƩ enƟ on. The areas that need aƩ enƟ on will be drawn 
upon in the design to ulƟ mately improve the exisƟ ng space (refer to Fig 5.72).
Posi? ve aspects
The site is in a prime locaƟ on, situated in the heart of the CBD, close to public transport and surrounded by 
diverse building funcƟ ons. It is situated in the centre of the conƟ nuous pathway that runs from the Railway 
StaƟ on to Oriental Bay which guides people through the site and alongside the waterfront. There are many 
aspects of the TSB Arena that are successful and contribute towards a popular and funcƟ onal public space 
that could be maintained in the new design. These include:
• The main Queens Wharf promenade as a clear thoroughfare 
• The underground car park
• The pathway that runs along the waterfront promenade around the TSB Arena
• The exisƟ ng service lane that runs the enƟ re length from Frank KiƩ s Park down to Kumutoto Wharf
• The linear geometry of the surrounding buildings. Queens Wharf is lined with large old wharf 
sheds which are being converted into modern day use that express mercanƟ le history and are 
paramount along Wellington’s shoreline. These forms are geometric in shape and run parallel to 
the water’s edge
• The benefi t of the site being posiƟ oned by the water
• The accessibility and public nature of the site
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Nega? ve aspects
The current venue (TSB Arena) has been recommended by the Wellington City Council as needing to be 
removed and replaced with a smaller performance venue. The council argues that the TSB Arena does not 
fi t in with the Wellington Waterfront Framework (refer to appendix 9.4) as it does not add any value to the 
waterfront character. It is too large in scale, it ignores the surrounding environment, it creates a disconnecƟ on 
between the city and water and, there are poor circulaƟ on paths through the site. The following aspects of 
the site need aƩ enƟ on:
• Permeability (permits ease of movement through a site): The site currently lacks any permeability 
as at present, the building takes up the enƟ re site. In order to create a more permeable space 
on the TSB Arena site, there needs to be a new development made on the exisƟ ng building or 
otherwise the exisƟ ng building would need to be demolished
• The importance of maintaining the service path on the roadside edge of the TSB Arena that 
runs beside the MariƟ me Museum. The connecƟ on between these two buildings is currently 
neglected in terms of materiality and visual connecƟ ons back to the main site
• The lack of connecƟ on that the interior of the building has with the exterior. Access is extremely 
poor for a public site as there is limited number of access points into the building
• The lack of connecƟ on the building has with the surrounding context including Frank KiƩ s Park, 
Queens Wharf plaza and the waterfront
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Service Lane
Walkway
The exisƟ ng underground car 
park will provide a suﬃ  cient 
parking area for the pro-
posed performance centre
The Queens Wharf prom-
enade is very successful as a 
clear thoroughfare and this
strong connecƟ on should be
maintained
The linear geometry of the
buildings fi t in with the  geo-
metric footprint of the sur-
rounding  buildings and this
should be taken into consid-
eraƟ on
The exisƟ ng service lane runs
the whole way along the
waterfront. The promenade
along the waterfront is also a
key path that should be main-
tained
There is only one access point 
into the building oﬀ  Queens
Wharf. The rest of the facades
are blank. It is a large shed 
placed in the centre of a pub-
lic space and there are visual 
connecƟ ons to the outdoors
The building lacks any con-
necƟ on with its surrounding 
context. There are mulƟ ple
opportuniƟ es for the building 
the engage with the  water-
front, Queens Wharf plaza
and Frank KiƩ s Park
POSITIVE ASPECTS NEGATIVE ASPECTS
Fig 5.72 PosiƟ ve and negaƟ ve aspects of the TSB Arena and the surrounding site
Parking Central plaza Building geometry Service lanes Visual connecƟ ons Physical connecƟ ons
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Fig 5.73  RelaƟ onship of the TSB Area to the surrounding urban 
fabric. The building is quite large in scale for its locaƟ on on the 
waterfront and a more permeable site would be ideal
Fig 5.75  Key elements within walking distance of the site Fig 5.77 As the site is located close to the CBD it has the poten-
Ɵ al to draw a large pedestrian audience
Fig 5.76  The site is used for a majority of the day which is a 
key element in creaƟ ng a successful performance as there will be 
a constant audience. The site has a limited use at night Ɵ me due 
to its funcƟ on, however some of the restaurants in the area are 
acƟ ve at night Ɵ me
Fig 5.78  The current pedestrian network on the site is suc-
cessful through Frank KiƩ s Park but poor around the TSB Arena. 
The large scale building inhibits the pedestrian paths and fl ow 
through the site
Fig 5.74 There are key areas on the site that may lend them-
selves to performance or be enhanced in the design. Queens 
Wharf is a main pedestrian path, Frank KiƩ s Park is a more casual 
and relaxed area for performance, and there is also potenƟ al to 
enhance the waterfront walkway with performance
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Fig 5.79  PotenƟ al pedestrian thoroughfares through the site which highlights the potenƟ al for certain buildings to 
be removed from the site to allow for stronger pedestrian circulaƟ on paths and visual connecƟ ons to the waterfront. 
Replacing the exisƟ ng TSB Arena with an urban park and performance venue will open up the area and provide a direct 
route along the waterfront
OpƟ on 1 OpƟ on 2 OpƟ on 3
POTENTIAL PEDESTRIAN THOROUGHFARES
Remove the TSB Arena to allow for a stronger visual con-
necƟ on through the site and enhance the link back to 
Frank KiƩ s Park
Remove the TSB Arena and the Wellington Waterfront 
building. This will create potenƟ al to create a stronger 
connecƟ on to the waterfront
Remove the TSB Arena and the Events Centre to provide a 
clear thoroughfare through the enƟ re site
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5 . 9   C o m p l y i n g  w i t h  t h e  We l l i n g t o n  W a t e r f r o n t  F r a m e w o r k
As the site is situated in the waterfront precinct, it is important to reference the requirements set out in the 
Wellington Waterfront Framework. The key requirements of the framework are:
1. Enhance the city to waterfront connecƟ ons
2. Refer to the historical and contemporary culture of the site
3. Highlight the promenade
4. Create diversity
5. Acknowledge outdoor space and openness through views and site lines between the city and water
6. Create a strong relaƟ onship of buildings to open spaces
7. Consider shelter, sunlight and prevailing wind condiƟ ons
8. Enhance the building’s relaƟ onship to open spaces
Acknowledgement of the framework will ensure that building’s consistency and language is conƟ nued along 
the waterfront to provide richness and cohesion (Wellington City Council, 2001).(Refer to appendix 9.3 for 
a detailed analysis).
The framework highlights the need to refer to the Waterfront Furniture Design Brief (refer to appendix 
9.4).  It states that any new elements need to relate to a ‘family of elements’ for the waterfront, with the 
main link being the consistent furniture along the length of the promenade. Furniture should be seen to be 
consistent throughout the waterfront and used to enhance the idenƟ ty of the area and the city as a whole. 
The elements should be strong, bold and robust (Wellington City Council, Furniture Brief, 2001). Therefore, 
any design decisions made with regards to materiality need to refer back to this brief.
The following secƟ on will outline the response to the brief and the design experimentaƟ on.
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C H A P T E R  S I X
D E S I G N  PA R A M E T E R S
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6 . 0   I n t r o d u c t i o n
Two main objecƟ ves are idenƟ fi ed for the design. The fi rst objecƟ ve is to idenƟ fy exisƟ ng sites within 
Wellington that could potenƟ ally be used for performance (which was outlined in Chapter 5). The second 
objecƟ ve is to create an adaptable performance space, in terms of oﬀ ering mulƟ ple opportuniƟ es on the 
site for performances to occur, giving parƟ cular aƩ enƟ on to the indoor/outdoor relaƟ onship of the building. 
Through the detailed design of the architecture, the performance spaces will be diverse enough to be used 
as areas for circulaƟ on, leisure, seaƟ ng, play areas, shelter or an architectural elements when they are not 
being used for performances. 
Chapter 6 demonstrates the diﬀ erent design elements that have been selected to construct the architectural 
design for the thesis, the following is detailed: an outline of client selecƟ on, and the purpose of the design. 
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6 . 1   T h e  c l i e n t
The client of the building needs to be established in order to develop the brief for the design. 
Of all the theatres analysed around Wellington, the spaces that were most successful (in terms of being 
uƟ lised for most of the day by performers), were those sited within an educaƟ onal insƟ tuƟ on (as highlighted 
in Fig 5.20). This resulted in the theatre space being used as a rehearsal area throughout the day and then a 
performance space in the evening. For the design component of this thesis, it is important to have a building 
that funcƟ ons the majority of the day as it is in such an exposed and populated area that there must be 
constant acƟ vity inside the building to engage passers-by. As well as housing a large theatre space for the 
city, the building will also house a performance insƟ tuƟ on. The insƟ tuƟ on in Wellington that appears to be 
the most suitable for the project is the WhiƟ reia Performance Centre, due to the size of the insƟ tuƟ on and 
the poor premises they are currently housed in.
The WhiƟ reia Performance Centre runs a two-year full-Ɵ me educaƟ on course for drama, dance and singing. 
The current premises are on Vivian Street in a fully enclosed building, with limited public thoroughfare and 
poor street presence. Given the building’s poor relaƟ onship with its surrounding context and the rapid 
growth of students at WhiƟ reia, there is growing demand for a larger space and also one where the student’s 
talents can be expressed and appreciated by a wider audience. There is real potenƟ al here to remedy the 
relaƟ ve isolaƟ on of the school and to further express the creaƟ vity of the performing arts to the wider 
community by way of construcƟ ng a building which refl ects such creaƟ vity.
There are currently 50 students enrolled at the WhiƟ reia insƟ tuƟ on and 35 staﬀ , with a large increase over 
the past few years due to the large markeƟ ng campaign that was launched as well as word of mouth (Evans 
L. , 2011). Due to the limited space, the insƟ tuƟ on is restricted in the number of students they can take each 
year. A new insƟ tuƟ on would counteract the size limitaƟ on problems they are faced with.
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 6 . 2  P u r p o s e  o f  d e s i g n
The main purpose of the design is to resolve the key issues idenƟ fi ed in the thesis. The issues and responses 
to design are documented as the following:  
Principally the thesis idenƟ fi ed an evident need for a new performance centre due to Wellington’s lack of 
scope for performance and fl exibility in the realm of performing arts. Other issues idenƟ fi ed during the 
invesƟ gaƟ on helped shape the purpose of the design and are discussed below.
First, Wellington currently lacks a performance space that seats between 500-1100 people. Second, many 
of the spaces around the city only oﬀ er one fi xed size space (not a range of spaces to select from to suit 
the performers’ needs). Third, the current theatres in Wellington have very liƩ le connecƟ on with their 
surrounding context. 
The design’s challenge is to provide; a new theatre for Wellington that can house between 500 -1100 people; 
a site which oﬀ ers mulƟ ple opportuniƟ es for diﬀ erent styles and sizes of performance; and a performance 
venue that has a strong indoor/outdoor relaƟ onship.
6 . 3   D e s i g n  a n d  b r i e f
The demand for both a new theatre space in Wellington, and new premises for the WhiƟ reia Performance 
Centre have ulƟ mately led to the proposal of an architectural design to fulfi l these requirements. Although 
the primary user of the building will be the WhiƟ reia Performance Centre, the building will also accommodate 
other funcƟ ons and users, encouraging a diverse range of people to visit and use building. Many of the 
performing arts departments that are currently spread out across Wellington would also benefi t by being 
housed in the same building, due to the small size of their insƟ tuƟ on. Through amalgamaƟ ng of a range of 
performance disciplines within one building, interacƟ on and inspiraƟ on is enforced. The insƟ tuƟ ons selected 
are currently housed in temporary premises around Wellington. These insƟ tuƟ ons include:
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• Footnote Dance Company
• Black Grace
• DANZ
• Long Cloud Theatre
• Toi Poneke Arts Centre
The informaƟ on that was required in the brief is guided by acknowledging the spaces used/needed in the 
current premises of WhiƟ reia Performance Centre, Q theatre Auckland and results from the quesƟ onnaire. 
This informaƟ on was obtained through Leigh Evans, a coordinator at the centre (Evans L. , 2011). Other 
informaƟ on was gained from the literature Buildings for the Performing Arts (Appleton, 2008).
The performing arts insƟ tuƟ on will include:
• The WhiƟ reia Performance Company on a full Ɵ me basis
• The oﬃ  ces of the other performance insƟ tuƟ ons (listed above)
• Oﬃ  ces for the building administraƟ on 
• Spaces for the use of fesƟ vals such as the InternaƟ onal Arts FesƟ val, Wearable Arts, Stage Challenge 
and Chinese New Year
• FaciliƟ es to host conferences and lectures in auditorium and rehearsal spaces
• Community faciliƟ es: public toilets, seaƟ ng spaces, entertainment, workshops and classes
• An informaƟ on centre adverƟ sing shows, courses and classes
• A Ɵ cket sales oﬃ  ce
• A 1000 seat theatre with adaptable seaƟ ng, staging and ceiling
• A restaurant/cafe and bar faciliƟ es (public)
• MulƟ purpose rehearsal spaces which can be hired out
• A public car parking area underneath the building 
• Staﬀ  room and student common room faciliƟ es
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6 . 3 . 1   D e s i g n  B r i e f
Users
The anƟ cipated users of the space will include:
 WhiƟ reia staﬀ : 30 (teachers, choreographers, recepƟ on, informaƟ on centre)
 Students: 100
 Building administraƟ on staﬀ : 8 (running the building and theatre technicians, Ɵ cket sales)
Administra? on spaces
The following administraƟ on spaces will include:
 RecepƟ on for performance insƟ tuƟ on oﬃ  ces
 MeeƟ ng rooms x 2
 Student common room
 Staﬀ  kitchen
 Oﬃ  ces for insƟ tuƟ on staﬀ  (tutors/lectures)
Oﬃ  ces for building administraƟ on staﬀ  (opening/closing of the building and running the theatre)
Teaching spaces
The teaching spaces for the students enrolled in the performance course include:
 5 x rehearsal studios (1 theatre space, 1 pre-performance warm up stage, 3 x rehearsal spaces
 4 x smaller studio classrooms (funcƟ on as meeƟ ng rooms as well)
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Performance spaces
There are a range of diﬀ erent spaces for performance however, the indoor spaces include:
 1 x main theatre space (can be separated into smaller areas)
 A performance space in the cafe
3 of the ground fl oor rehearsal spaces uƟ lised as performance spaces
The upper and lower foyer spaces
Public spaces
The majority of the building is a public space due to the circulaƟ on path running through the centre of the 
building, therefore the public funcƟ ons include: 
 Cafe/restaurant/bar
 InformaƟ on centre
 Ticket sales centre
 Large atrium/foyer
Toilets
Classes oﬀ ered in dance, drama and music
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InformaƟon centre Ticket sales
Restaurant/ bar cafe Pre 
performance 
warm up space
Pre 
performance 
warm up space
Rehearsal 
Studios  1 
Rehearsal 
Studios  3
Rehearsal 
Studios  2
Workshop 
spaces/ 
conference
Pre-performance audience space - FOYER
RecepƟon area for all the 
performing arts disciplines -
administraƟon oﬃces
AdministraƟon oﬃces for 
Drama, dance and music 
InsƟtuƟon
AdministraƟon oﬃces for the 
building and the theatre
InƟmate performance 
space 
100 People
Large scale performance space 
700 People
MeeƟng room
Conference faciliƟes Teaching rooms INTERCHANGEABLE PROGRAMME
CO-INHABITING PROGRAMME
Common Room
Areas for buskers 1 - 5 people
Large scale outdoor performances
Indoor/outdoor performance. Adaptable 
walls
Urban foyer - covered
Extra performance 
venue
DANZ
NZSOM
RNZB
Wellington Performance 
Centre
NZ opera
Change room
Toilets
Showers
Medium scale performance space 
300 People
InƟmate performance space 
100 People
Lower roof
All space can be used 
as extra rehearsal 
spaces
Back Stage
Staﬀ room
Underground
Main use for space
Alternative use for same space
Fig 6.4 Layout of building funcƟ ons. The arrows highlight the funcƟ ons that are interchangeable within a space. 
The solid lines represent the spaces that are linked or funcƟ on oﬀ  one another
LAYOUT OF BUILDING FUNCTIONS
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7 . 0  I n t r o d u c t i o n
Chapter 7 expands upon the observaƟ ons made in Chapter 6, specifi cally relaƟ ng to the design for the 
chosen site on Queens Wharf and the aspects that will infl uence the design. The chapter will outline the 
aims and objecƟ ves and then applies these objecƟ ves to the design experimentaƟ ons. The analysis of each 
experiment will also relate back to the theoreƟ cal argument to develop a resolved design decision.
7 . 1   A i m s  a n d  o b j e c t i v e s
The invesƟ gaƟ on up unƟ l now has helped develop the aim of the building’s design and a series of objecƟ ves 
for the design phase. The aim of the design is to respond to the demands of the users in Wellington’s 
performing arts scene and the needs of the city itself by producing an architectural design that will meet 
those demands. The objecƟ ves for the design consider all prior elements in research and are listed as 
follows:
• To create a building that has mulƟ ple circulaƟ on paths running through the site, resulƟ ng in a more 
permeable site that will encourage people to use these paths on an everyday basis, and expose 
them to performance
• To create a site and building that is adaptable in terms of meeƟ ng a range of performers’ and 
audience desires. The building, as well as the surrounding site, will provide mulƟ ple opportuniƟ es 
for performance to occur ranging in diﬀ erent sizes, levels and materiality
• To create strong connecƟ ons between the indoor performance spaces and the urban realm that 
engages onlookers in the performance scene and removes the tradiƟ onal barrier of enclosed 
theatres
• To produce an indoor theatre space that seats between 500-1100 people as a venue for this audience 
number is lacking in Wellington
• To create a stronger connecƟ on between the building and the surrounding environment. ParƟ cular 
aƩ enƟ on will be given to the waterfront, Frank KiƩ s Park and Queens Wharf connecƟ ons to the 
building
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7 . 2   R e s p o n s e  t o  b r i e f
The response to brief secƟ on outlines design iniƟ aƟ ves that respond to the objecƟ ves outlined previously, as 
well as outlining the brief of the building. Many of the criteria below are drawn from some of the key elements 
highlighted in Chapter 4.4. Two of the key elements to focus on are: adaptability and the relaƟ onship of the 
building to the surrounding context. The following outlines elements the building will use to: create strong 
connecƟ ons to the surrounding environment, funcƟ on on a day to day basis, and have public and cultural 
benefi ts. These are also drawn from chapter 4.4.
7 . 2 . 1   S t r o n g  c o n n e c t i o n s  t o  t h e  s u r r o u n d i n g  e n v i r o n m e n t
• Create a network of paths through the site to increase the block permeability
• Create a smaller building footprint that relates to the urban grain 
• Create a stronger link from Frank KiƩ s Park to the new site 
• Place acƟ viƟ es on the ground fl oor of the proposed building such as a cafe, rehearsal spaces, 
informaƟ on centre and theatre space
• Provide shelter to allow for outdoor acƟ vity
7 . 2 . 2   P a t t e r n  o f  u s e  o f  t h e  b u i l d i n g 
• Design to allow the performing arts administraƟ on area to be open from 8am to 6pm
• Design the rest of the building to be open conƟ nuously to the public from 8am to 10pm with the 
condiƟ ons of a show running later
• Design the insƟ tuƟ on to run from 9am to 3pm, Monday to Friday with classes and workshops held 
for the public in the evening
• Provide children’s classes during the week days and Saturdays, as well as extensive school holiday 
programmes 
• Provide a cafe and informaƟ on/Ɵ cket centre which is open from 7am to 10pm. This will encourage 
use of the building throughout the enƟ re day
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7 . 2 . 3  P u b l i c  a n d  c u l t u r a l  b e n e f i t s
• Encourage parƟ cipaƟ on in creaƟ ve leisure acƟ viƟ es and appreciaƟ on of the performing arts
• Provide a social focus and a meeƟ ng point
• Act as an informaƟ on point and resource centre for the performing arts 
• Act as a public leisure area
• Provide a home base for performance insƟ tuƟ ons in the community
• Provide an educaƟ onal use for teaching the art of performance 
• AcƟ vely engage public interacƟ on. The building does not have an exclusive use as it incorporates 
everyday funcƟ ons
• Enhance the waterfront by providing the opportunity for performances to be conducted right down 
to the water’s edge
• Enhance an area that is commonly avoided at night Ɵ me due to lack of acƟ vity
As well as relaƟ ng the design response to the brief, it is just as important to relate it to the key ideas drawn 
from the precedents. Through a combinaƟ on of responding to both the objecƟ ves of the project as well as 
being infl uenced by successful precedents, the design will have a stronger purpose.  Outlined next is the 
response to the successful elements drawn from the precedent analysis.
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7 . 3   R e s p o n s e  t o  p r e c e d e n t  a n a l y s i s
Outlined below are the funcƟ ons that the design will incorporate in response to the infl uence of 
the objecƟ ves and the brief. Notably they are the relaƟ onship between indoor and outdoor, the 
relaƟ onship to the surrounding context, and adaptability.
7 . 3 . 1  R e l a t i o n s h i p  b e t w e e n  i n d o o r  a n d  o u t d o o r
• Create a series of mulƟ ple performance spaces that extend out into the urban landscape 
These will aim to draw people further into the site by tapping into their sense of curiosity
• Create a more permeable building that will have a beƩ er relaƟ onship with the surrounding 
circulaƟ ons paths
• Provide physical and visual connecƟ ons between the inside and outside of the building, that 
draw the acƟ vity from the building down to the water’s edge
• Provide a strong level of daylight in the interior to reinforce the connecƟ on with the outside 
environment and create a means to control this light
7 . 3 . 2  R e l a t i o n s h i p  t o  t h e  s u r r o u n d i n g  c o n t e x t
• Maintain conƟ nuity along the waterfront
• Set the tone for the experience through the approach up to the theatre, with the architecture 
drawing people into the site. This space should act as an urban lobby, blending the interior 
with the exterior
• Create a site that is safe to be in at night which is enhanced by its locaƟ on. That is, close to 
restaurants and/or accommodaƟ on (faciliƟ es) and by ensuring that the area is well-lit
• Maintain coherence in the architecture by referencing the Wellington Waterfront 
Framework. In parƟ cular the city to waterfront connecƟ ons, highlighƟ ng the promenade, 
and acknowledging and enhancing open space. The framework implies a ‘wharf language’, 
which includes industrial piles and a range of verƟ cal and horizontal architectural elements
Fig 7.1   IniƟ al exploraƟ ons with levels within the site and 
areas of the building that open out to the public
SecƟ on through the site showing a canopy connecƟ ng two 
of the buildings , providing a covered outdoor area
SecƟ on through the buildings highlighƟ ng the solid and void 
areas
SecƟ on highlighƟ ng diﬀ erent elevaƟ ons in the ground plane 
providing diﬀ erent levels for performers and audience
SecƟ on highlighƟ ng diﬀ erent elevaƟ ons in the ground plane 
providing diﬀ erent levels for performers and audience. The 
site Ɵ ers down to the waters edge
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When establishing the connecƟ ons with the surrounding environment, the key criteria outlined in the 
literature review that need to be adhered too, to create a successful public realm include; character, 
conƟ nuity and enclosure, quality of the public realm, ease of movement, legibility, adaptability and 
diversity (Carmona, 2003).
7 . 3 . 3  A d a p t a b i l i t y
• Provide an indoor theatre space that caters to the 1000 person capacity requirement. Create it to be 
adaptable within the interior of the building and out to the exterior 
• Provide outdoor and surrounding spaces that oﬀ er potenƟ al for performances to occur with a 
variety of diverse spaces ranging in enclosure, size, shelter, levels, fl oor textures and materials
• Create adaptability within the theatre space by uƟ lising fl oor, ceiling and seaƟ ng confi guraƟ ons so 
that the theatre can house a diverse range of performances 
• Create a series of spaces that cater to the desired performance styles. Based on the fi ndings from 
the quesƟ onnaire, the performance spaces should house performance styles including bands, rock 
concerts, hip hop dance, musical, comedy and ballet
7 . 4     M o d e s  o f  p r a c t i c e  
The modes of pracƟ ce secƟ on describe the diﬀ erent design techniques that were used to develop a basis for 
the beginning of the design experiments. They included the following techniques to develop and test ideas 
about form and context: use of physical models, fi gure ground studies and contextual analysis.
Physical models
IniƟ al exploraƟ ons with physical models provided some grounding at the beginning of the design process. 
As a process to establish form, physical models were created to explore diﬀ erent ways of creaƟ ng unusual 
spaces. The card models were made up of facets and folds to create spaces that could provide opportuniƟ es 
for interesƟ ng performance sites as they had a range of levels.
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Fig 7.2  IniƟ al models were made to experiment with the form of the building. Key ideas such as connecƟ on to the   
ground plane and screening of the roof and wall elements were experimented with to create permeability in the facade
Screening eﬀ ect. CreaƟ ng a 
permeable facade to create 
a physical and/or visual con-
necƟ on. 
Screening eﬀ ect. CreaƟ ng a 
permeable facade to create a 
physical and/or visual connec-
Ɵ on. This could be successful as 
an atrium space structure to al-
low light into the building
Folds in the roof plane that 
meet the ground plane, pro-
viding access up onto the roof. 
This is a good way to uƟ lise 
the roof space of a building
CreaƟ ng areas that are semi 
enclosed resulƟ ng in a blur 
between the indoors and 
outdoors. This could be suc-
cessful as a facade design
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Fig 7.3  IniƟ al design sketches exploring elements connecƟ ng to the ground and elements of screening
Elements where the building meets the ground, resulƟ ng in an inhabitable area underneath. 
The facade is permeable which allows for mulƟ ple circulaƟ on routes through the building
A series of levels created through the site that allows for diﬀ er-
ent viewing plaƞ orms for the audience and performers
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They were based on key forms such as terraces, levels, slopes, roofs and walls intersecƟ ng 
the ground plane which created areas where viewers could walk through and around the 
performances. ExploraƟ on with models suggested the importance of using a screen for 
the facade to create an interacƟ ve viewing technique. Screening is an eﬀ ecƟ ve technique 
to use for the facade in order to break up the large scale wall and create view shaŌ s into 
the building for passers-by. (This is seen in the Arena Stage by Thom Bing architects in the 
precedent analysis). Reducing the dominance of a single facade is essenƟ al in the design 
as the building is situated in a prominent spot on the waterfront.
Figure ground studies 
Undertaking fi gure ground studies was a successful starƟ ng point in the design process 
of the Yokohoma Port Terminal. The project is then generated from a circulaƟ on diagram 
that aspires to eliminate the linear structure characterisƟ c of piers, and the direcƟ onality 
of the circulaƟ on (FOA, 1996-2003).
Figure ground studies highlighted the exisƟ ng built environment that surrounds the site 
by detailing the building footprint that disƟ nguishes between circulaƟ on paths and the 
building itself. Figure ground studies are used as a sƟ mulus to help generate an appropriate 
form/circulaƟ on relaƟ onship.
One of the key ideas idenƟ fi ed in the precedent analysis is that performances placed 
near or on circulaƟ on paths have the potenƟ al to draw a diverse and spontaneous 
audience as the aƩ enƟ on of people who are not planning on watching a performance 
can be captured. Current pedestrian paths on the Queens Wharf site linking back to the 
city  were highlighted as potenƟ al to leverage such a noƟ on. The highlighted circulaƟ on 
paths from the fi gure ground studies dictate the main entrance points into the building to 
ensure that the circulaƟ on paths lead into and through the building. 
In order to establish the circulaƟ on paths through the site, diﬀ erent pedestrian path 
opƟ ons were placed on the proposed site to break up the space and to diﬀ erenƟ ate 
between potenƟ al circulaƟ on paths and built form.
Street permeability
Access to site
Key pedestrian paths
N
Fig 7.4  Key pedestrian paths through the site and access onto the site
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Fig 7.6 3-D Figure ground analysis to get a sense of scale of the built 
form on the site. These built forms relate to the images in Fig 7.5, how-
ever in a 3-D form. This gives a clearer idea of how dominate the built 
form is, in relaƟ on to the circulaƟ on paths
Fig 7.5   6 of the many opƟ ons of fi gure ground analysis for potenƟ al 
circulaƟ on paths and built form on the chosen site. These 6 diagrams 
were the most successful as they provided mulƟ ple paths through the 
site. These fi gure ground studies were done through the boƩ om-up ap-
proach to research. . No.3 was not as successful as there was an area 
which has limited paths running through it. No. 4 was also not as suc-
cessful as there was built form running along the promenade and it 
is important to keep this clear. All the other opƟ ons are good as they 
follow the circulaƟ on paths and are very permeable
Fig 7.7  Final fi gure ground study that will be developed on in the 
design. It was chosen as there were mulƟ ple paths through the site, the 
building framed the waterfront and the built form was the most perme-
able to limit the building scale is relaƟ on to the circulaƟ on paths
1 12
2
3
3
4
4
5
5
6
6
N
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The diagrams in Fig 7.5 and 7.6 emphasise connecƟ ons through the site and how the circulaƟ on 
paths relate to the surrounding network of buildings with regard to their grain and density. 
It was important to relate the circulaƟ on paths to their wider context (including the other potenƟ al 
performance sites). Fig 7.8 demonstrates the sites in their wider context.
The fi gure ground studies highlighted the large scale of the site (as seen in no.3 of Fig 7.5). More 
circulaƟ on paths were required to make it more permeable and in order to provide ease of access 
and legibility across the site. This was idenƟ fi ed as a key aspect for a successful urban realm in 
Chapter 3.3.
The fi gure ground studies on the chosen site emphasised the spaƟ al opƟ ons for potenƟ al built 
form, and circulaƟ on space. This provides the basis for construcƟ on of the design as successful 
spaces are centred around the key circulaƟ on paths. Key circulaƟ on paths directly beside the 
building allow ancillary performances and acƟ viƟ es to spill from internal spaces out into the paths. 
From the established fi gure ground study, the plan was extruded up, creaƟ ng roof plates and 
fl oor levels which resulted in an overall form for the building. The chosen fi gure ground study is 
highlighted in Fig 7.7.
Bo? om up approach to design 
A boƩ om-up approach to design is a design research strategy which is heavily infl uenced by the 
programme of the building. IniƟ ally a top-down approach or form based approach, was adopted 
during early stages of the building’s design in the physical models (refer to Fig 7.10). In the top-down 
approach, design is driven from a range of soluƟ on alternaƟ ves (Terpenny, Nnaji, & Bohn, 1998, 
p. 2). BoƩ om up design essenƟ ally changes the building’s form to suit the programme, making 
the programme easier to read. An issue arose where the form did not correspond to the spaces 
below as the programme of the building had not yet been integrated into the design. There was 
a disconnecƟ on between the funcƟ on and form of the building which was resolved by returning 
back to the design using a boƩ om up approach.  
1
2
3
4
5
6
7
8
Fig  7.8  CirculaƟ on paths in a wider context, connect-
ing all of the sites together
N
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The key funcƟ ons of each of the spaces (the programme) were defi ned in the previous chapter and have 
been placed into the fi nal plan from the fi gure ground analysis. The plans in turn infl uence the exterior form 
in relaƟ on to the funcƟ on of the parƟ cular space, parƟ cularly the roof height, light openings, and entrances. 
The fi gure ground analysis was useful as the pedestrians routes were established early in the design. A 
building footprint was then produced, which allowed a strong level of permeability on the site. AlternaƟ ng 
between the two design approaches (boƩ om up and top down) has been eﬀ ecƟ ve for the design as it 
highlighted the diﬀ erent elements that contributed towards the successful design outcome.
Contextual analysis
To emphasise the proposed design’s strong connecƟ on to the site, it is essenƟ al to look at the current 
context. A majority of the design process was originally developed using exisƟ ng elements of the TSB Arena. 
AŌ er a lot of tesƟ ng and experimentaƟ on this process was deemed unsuccessful. 
The iniƟ al reason for completely removing the TSB Arena was to eliminate the large scale building that 
dominates Wellington’s waterfront and appears to carry many negaƟ ve connotaƟ ons. 
The exisƟ ng steel truss and geometric grid layout were adopted into the new design. However, aŌ er working 
with the grid layout, it became very restricƟ ng as it was not working with the design form and intenƟ on. A 
few of the trusses sƟ ll remain in the design, lining the main circulaƟ on path highlighƟ ng the elevated atrium 
space. 
The sail canopies that line the centre of the Queens Wharf are discarded as they do not fi t in with the new 
design scheme. (AddiƟ onally, the Wellington City Council has also spoken of removing them). The current 
path that runs directly under the sails linking the city to the waterfront is very strong, and if possible, any 
large scale building disrupƟ ng this view should be avoided.
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OLD WHARF BOUNDARY CURRENT WHARF
Fig 7.9  Map of the old Queens Wharf with the exisƟ ng wharf line placed over top. The new 
design has drawn inspiraƟ on from the old wharf lines and these lines now guide  the new circula-
Ɵ on paths
Fig 7.10 IniƟ al design exploraƟ on. Exploring the roof to ground relaƟ onship and areas of in-
habitaƟ on on the roof through the top down approach
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7 . 5   D e s i g n  e x p e r i m e n t a t i o n s
This secƟ on documents the experiments which were used to aid in the development of the design and 
criƟ cally analyses how they evolved. The experiments are responses to parƟ cular design issues that arose 
during the design process. In the literature review, MarƟ n Bloom highlighted a series of criteria that should 
be applied to all theatre design. These include: the importance of site selecƟ on, the cultural image that the 
theatre can project to the community, the eﬃ  ciencies of the lobby, stage characterisƟ cs and above all, the 
crucial relaƟ onship between performers and audience (Bloom, 1997, p. XIV) The issues addressed also arise 
from the outcome of the precedent analysis in Chapter 4.5 and the site analysis opportuniƟ es. The four main 
issues addressed are:
1. The connecƟ on of the building with the surrounding environment such as Frank KiƩ s Park, the 
waterfront and Queens Wharf
2. Through architecture, the creaƟ on of innovaƟ ve ways for spectators to view performance, blurring 
the boundary between audience and performer and allowing adaptability of the tradiƟ onal theatre 
space
3. The establishment of a hierarchy of the roof design in terms of the connecƟ on to the ground and 
the potenƟ al for inhabitaƟ on
4. The indoor/outdoor relaƟ onship between the building and designing for this threshold
In order to determine the appropriate design decisions, each issue and the experiments associated with 
them, are detailed and analysed in the following secƟ ons.
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Fig 7.12 Site plan of the performance centre showing the connecƟ on to Frank KiƩ s 
Park, Queens Wharf and the waterfront. It also highlights the overlapping roof form. 
Scale 1:1200Fig 7.11  Site plan. Scale 1:15000
7 . 5 . 1   S i t e  p l a n s  a n d  b u i l d i n g  p l a n s
N
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Fig 7.13 Ground fl oor plan, scale 1:1000
1. Performance spaces
2. InsƟ tuƟ on administraƟ on
3. Building administraƟ on
4. Cafe/restaurant
5. Teaching spaces
6. Rehearsal/performance space
7. Student faciliƟ es
8. Toilets/change
9. Backstage
10. Info/Ɵ ckets
11. Roof terrace
12. Foyer
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Fig 7.14  Upper  level plan. Scale 1: 1000
1. Performance spaces
2. InsƟ tuƟ on administraƟ on
3. Building administraƟ on
4. Cafe/restaurant
5. Teaching spaces
6. Rehearsal/oerformance space
7. Student faciliƟ es
8. Toilets/change
9. Backstage
10. Info/Ɵ ckets
11. Roof terrace
12. Foyer
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Fig 7.15 Basement plan consisƟ ng of the car park as well 
as the warm up area and dressing rooms linking directly to 
the back stage area. Scale 1: 1000
1. Performance spaces
2. InsƟ tuƟ on administraƟ on
3. Building administraƟ on
4. Cafe/restaurant
5. Teaching spaces
6. Rehearsal/performance space
7. Student faciliƟ es
8. Toilets/change
9. Backstage
10. Info/Ɵ ckets
11. Roof terrace
12. Foyer
13. Car park
14. Storage
N
CHAPTER 7.0 DESIGN 157
UP
DWN
The main programme layout
During the day, the majority of the performance and rehears-
al spaces will be used as teaching spaces by the WhiƟ eria Per-
formance Centre 
The majority of the spaces on site can be interpreted to be
used for performance
The majority of the rehearsal, performance and teaching 
spaces can be hired out and used for conferences or lectures 
and private funcƟ ons
Conference/lectures
Rehearsal space
Performance space
AdministraƟ on
Teaching spaces
CirculaƟ on space
Cafe
Fig 7.16 The range of interchangeable funcƟ ons of each of the spaces
VARIETY OF BUILDING FUNCTIONS AND INTER-
CHANGEABLE SPACES N
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U
UP
3
P
DWN
UP
3
UP
HIP HOP DANCE
COMEDY 
ROCK/POP 
CONCERTS
MUSICAL
THEATRE
BANDS
BALLET
SHELTER
INDOOR/OUTDOOR
FLOOR LEVEL
SEATING
SPACE SIZE
AUDIENCE SIZE
VERY FLEXIBLE FLEXIBLE SEMI- FLEXIBLE
ROOF PLANE
The performance requirements are limited to more shel-
tered or covered areas of the building due to sound qual-
ity or requiring an inƟ mate audience
SPACES SUITED TO DIFFERENT PERFORMANCE STYLES
THE MAJORITY OF THE SITE SHELTERED/COVERED AREAS
The performance requirements are limited to indoor spaces
as there is specialised technical equipment needed. Floor 
quality and shelter is also necessary for these styles of per-
formances
Fig 7.17 Areas in the building where performances occur based on the most preferred 
performance styles established from the quesƟ onnaire
INDOOR SPACES
The styles of performance and their level of fl exibility required from a
performance site
The majority of the areas in the building can be uƟ lised 
as a site for performance both indoor and outdoor 
N
N
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7.5.2      T h e  b u i l d i n g ’s  c o n n e c t i o n  w i t h  t h e  s u r r o u n d i n g  e n v i r o n m e n t ,  i n c l u d i n g 
F r a n k  K i t t s  P a r k ,  c i t y  t o  w a t e r f r o n t  a n d  t h e  Q u e e n s  W h a r f  P r o m e n a d e
A key concept discussed earlier in the thesis was the potenƟ al to create a healthy symbioƟ c relaƟ onship 
between a theatre and its immediate surroundings. A beƩ er link between the building and the surroundings 
would reinforce; a city to sea connecƟ on, the connecƟ on opening out onto the Queens Wharf promenade, 
and the link to Frank KiƩ s Park. As seen in the precedent analysis, Melbourne’s FederaƟ on Square is an urban 
design that focuses on the integraƟ on of the building with the surrounding context, paying special aƩ enƟ on 
to the strong connecƟ vity with transport lines (Donald L. Bates and Peter Davidson Architects, 2005). 
Due to the locaƟ on of the chosen site for the design on the waterfront, there is an opportunity for the 
building to enhance and respond to its surrounding context. The conƟ nuity of the building required by the 
Wellington Waterfront Framework is achieved by referring to the city to waterfront connecƟ on, enhancing 
the promenade and acknowledging the relaƟ onship between the building and the surrounding open space. 
In parƟ cular, the Waterfront Furniture Design Brief needs to be adhered to and relate to the ‘family of 
elements’ outlined in the brief. Another principle from the framework is adhering to the relaƟ onship of the 
building to open spaces by making the ground fl oor acƟ viƟ es accessible to the public.
City to waterfront connec? on
It is important to acknowledge early on the link between the waterfront and the building, so focus can be 
applied to integraƟ ng the urban grain at the planning level and through Figure ground studies. A boƩ om 
up approach was used to improve links with Wellington’s waterfront. AƩ enƟ on was given to the history of 
Queens Wharf, notably the old shore lines and previous wharf structures that existed before the reclamaƟ on 
of the land occurred over a series of years, beginning in 1891. The main circulaƟ on path through the centre 
of the building now follows the line of the old wharf. (Refer to Fig 7.9). A prominent connecƟ on with the 
waterfront is Ɵ ed into the circulaƟ on paths through the building which provides a strong link back to Lambton 
Quay. This is enhanced by the circulaƟ on pathways that follow the street lines directly through the site and 
down to the water’s edge. 
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Fig 7.18 PerspecƟ ve of the performance centre highlighƟ ng the terraces that Ɵ er down to the water’s edge
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To establish a stronger connecƟ on to the water’s edge, a series of terraces were designed that Ɵ er 
down from the building and atrium (foyer) and extend out beyond the wharf (refer to Fig 7.18). 
When no performances are scheduled, the steps funcƟ on as a meeƟ ng place. The materiality of 
the terraces - concrete, wood and grass - Ɵ es this area to the exisƟ ng material language on the 
waterfront. Other key elements which have been drawn upon from the nearby Kumutoto Wharf 
(also in the Wellington Waterfront precinct) include: a mix of trees, low level planƟ ng, asphalt, 
concrete paving, granite cobbles, Ɵ mber inlays and plenty of seaƟ ng. The Waterfront Furniture 
Brief suggests that there must be consistency in materiality along the waterfront promenade. 
Connec? on to Frank Ki? s Park
The connecƟ on to Frank KiƩ s Park has been enhanced by opening the building funcƟ ons (rehearsal 
space, informaƟ on centre and public toilets) out towards the park, so acƟ viƟ es can fl ow onto the 
park. There are therefore no blank facades. The path that currently runs through the centre of 
Frank KiƩ s Park meets the building where the roof touches the ground, allowing a conƟ nuous 
pedestrian path up and over the building. 
Connec? on to Queens Wharf promenade
There has been a strong eﬀ ort in the design to ensure the acƟ viƟ es of the building open out onto 
the Queens Wharf area as this area was highlighted as an important pedestrian promenade, plaza 
space and a key space linking back to the city. The cafe space (and performance area) opens out 
onto the promenade which is sheltered from the southerly wind and receives aŌ ernoon sun.
Fig 7.19 The three connecƟ ons that are being achieved 
through the design. ConnecƟ ons from the building 
to the city, to Frank KiƩ s Park and to the waterfront
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Pedestrian paths into the site
The design has to welcome and aƩ ract people from 
all angles of the site, so that it systemaƟ cally blends 
programmaƟ c elements with spontaneous interacƟ on. 
For a stronger link back to the city, the pedestrian 
paths are highlighted to show how people arrive at 
the site and how they move through the site once they 
have arrived. The key paths run from Frank KiƩ s Park, 
Shed 5, and Queens Wharf (refer to Fig 7.21). Also 
taken into consideraƟ on is the experience arriving by 
vehicle. This is enhanced by uƟ lising the underground 
car park and providing an entrance point from the car 
park which leads directly up the staircase, into the 
atrium space. This encourages interacƟ on with the 
building by the user, which otherwise may not have 
taken place. 
Fig 7.20 IniƟ al sketch of the design
CIRCULATION PATHS THROUGH THE SITE
Primary circulaƟ on paths
Secondary circulaƟ on paths
Fig 7.21 The circulaƟ on paths are a key part of the design. The mulƟ ple paths through the site pro-
vide choices for the pedestrians as well as guiding them through the building. The paths encourage 
the use of the building by people using the paths even if their desƟ naƟ on is not the building itself
N
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Fig 7.22 PerspecƟ ve looking from Jervois Quay towards the waterfront. The key circulaƟ on paths are derived from the 
city street grid which links back to Lambton Quay. The paths lead directly into the building and towards to water’s edge
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7 . 5 . 3   T h r o u g h  a r c h i t e c t u r e ,  c r e a t e  i n n o v a t i v e  w a y s  f o r  s p e c t a t o r s   
 t o  v i e w  p e r f o r m a n c e ,  b l u r r i n g  t h e  b o u n d a r y  b e t w e e n  a u d i e n c e   
 a n d  p e r f o r m e r
To create a space that is removed from the tradiƟ onal theatre space, a key idea is to design new 
ways to view the performance. In the design this has been achieved by creaƟ ng levels throughout 
the site, changing seaƟ ng arrangements and uƟ lising mulƟ ple areas in the building for performance.
Firstly, alternaƟ ve viewing shaŌ s through a diverse range of levels were designed to acƟ vely 
engage the audience with the performance and provide a sense of uniqueness and excitement. 
Secondly, adaptable performance spaces were established. This involved using every-day spaces 
in and around the building for performance so performers could choose a space to suit their 
style. These design elements blur the boundary between the audience and performer, creaƟ ng an 
altered environment where diﬀ erenƟ aƟ ng between who is performing and who is watching may 
be unclear.
Establishing mul? ple viewing angles by crea? ng levels in the site
One of the key concepts of the design is to create mulƟ ple viewing angles. This emphasises the 
idea of being removed from the convenƟ onal theatre design where performance is typically 
viewed from one specifi c spot. 
This will mean the performance space and viewing angles constantly change between performances, 
as the performance can be situated in mulƟ ple locaƟ ons, mirroring the nature of a performance 
where no two are idenƟ cal. In the design, an array of levels through the ground plane of the 
site have been created, including the terraces down to the water’s edge that people can use for 
performance or viewing. These levels are evident through a secƟ on of the building where the 
central circulaƟ on is elevated 1.5m above the wharf ground plane and the overall design gradually 
tapers down to the water’s edge (refer to Fig 7.23).
Fig 7.23 The series of levels across the site. There is a grad-
ual decline in level across the site right down to the water’s 
edge
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Fig 7.24  SecƟ on through the site showing the levels that Ɵ er down towards the water. The highest space on the leŌ  hand 
side is Fig 7.25 (the rehearsal space). The space on the right of the secƟ on with the men playing violin is Fig 7.26
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Fig 7.25 One of the rehearsal spaces that can be used as a performance space. The bi-fold doors provide a physical 
indoor/outdoor interacƟ on so performers and audience members can move between the threshold. This space is used for 
classes for the insƟ tuƟ on and the general public
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Fig 7.26 A circulaƟ on path leading towards the waterfront. The path runs directly in between two rehearsal spaces, al-
lowing passer-by to view into the interior space and vice versa. These spaces open out on the waterfront side
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UP
OPPORTUNITIES FOR PERFORMANCE ON THE SITE OPPORTUNITIES FOR PERFORMANCE ON THE SITE- UPPER LEVEL
Fig 7.27 Ground fl oor plan of the mulƟ ple opportuniƟ es for performance both indoors, out-
doors and under sheltered areas
11
Fig 7.28  Upper fl oor plan of the mulƟ ple opportuniƟ es for performance both indoors and out-
doors including the roof terrace
PotenƟ al site for performance PotenƟ al site for performanceOutline of roof form Outline of roof form
N N
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Adaptable sea? ng and theatre design
In order to enhance adaptability of the space and 
site, a new relaƟ onship between audience and 
performer needs to be created. These spaces should 
have mulƟ ple funcƟ ons and the site needs to oﬀ er a 
variety of indoor and outdoor spaces (which extend 
out to include circulaƟ on spaces) for performance 
to occur. The interior theatre can be interpreted and 
uƟ lised in diﬀ erent ways for alternate funcƟ ons and 
performance styles.
Works highlighted in the precedent analysis suggested 
that adaptability is a strictly limited concept: if a 
theatre tries to do too many things, it ends up doing 
none of them well (Reid, Theatre Space, 2006, p. 
216). Therefore the theatre has been designed 
with a limited capacity to be adapted. Solid black 
curtains provide the ability for the theatre space to 
be divided up and performers can choose which 
seaƟ ng conFiguraƟ ons are used. By allowing a range 
of seaƟ ng confi guraƟ ons, this provides the desired 
seaƟ ng number that was required in the objecƟ ves 
(refer to Fig 7.29).
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Fig 7.29 Chart of the new seaƟ ng opƟ ons placed within the exisƟ ng theatre seaƟ ng plans of Wellington theatres
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SEATING AND STAGE ARRANGEMENTS
Fig 7.30  8 of the opƟ onal seaƟ ng and stage arrangements
All the seats are occupied (approx 1000
people)
Centre seats occupied (approx 300 
people) Access from upper level
2 of the 4 seaƟ ng conFiguraƟ ons are occupied (ap-
prox 20 people)
The small seaƟ ng at the end can be pushed 
forward on rollers resulƟ ng in a more inƟ mate 
theatre space or a larger foyer space (approx 
700 people)
The end parƟ Ɵ on is pushed back. A small theatre.
(Approx 120 people)
The  audience is standing on the ground fl oor and 
the stage is up on the terraces (approx 1600 people
standing)
One end is blocked oﬀ  if there is a limited audi-
ence size ( approx 680 people)
The seats retract backwards and a stage is formed 
4m up from the ground fl oor. The audience is on the 
ground fl oor and surrounding terraces (approx 1600
standing)
Stage
Audience
Blocked oﬀ  area
Black out curtain 
dividing the space
Moveable and retract-
able seaƟ ng
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Adaptable seaƟ ng is achieved by designing the seaƟ ng 
space and stage area so that the roles and locaƟ on 
of the audience and performers can be reversed. 
Instead of using the tradiƟ onal method of individual 
fi xed seaƟ ng, the seaƟ ng is made up of a series of 
fl at terraces. The benefi t is that the audience is not 
confi ned to one fi xed space and, in turn, seaƟ ng spaces 
can be adapted and used as a stage for performers 
(refer to Fig 7.31). By achieving this seaƟ ng number, 
it successfully fi lls in the gap that was required in 
Wellington (refer to Fig 7.29)
The posiƟ ve aspect of having a series of fl at terraces 
as a seaƟ ng confi guraƟ on is that there is the ability 
for them to easily be stacked away. The top half of 
one of the seaƟ ng arrangements has the ability to 
slot on top of each other and retract into the wall 
(refer to Fig 7.31). Removing the upper level of the 
seaƟ ng provides an elevated stage level resulƟ ng in 
the audience being situated on the ground level. This 
means that the audience capacity when the spectators 
are standing can increase up to 1600.  
UP
+ 4.0m
Fig 7.31 An area of the seaƟ ng that is retractable to create a stage 
space elevated 4m above the ground fl oor plane where the audience will 
be standing. When the theatre is in this conFiguraƟ on, the audience can 
sit on the other seaƟ ng areas
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ADAPTABLE STAGE CAR  PARK
BACK STAGE
FOYER
REHEARSAL SPACE/CHANGE ROOM STAIR UP TO STAGE
Fig. 7.32 The seaƟ ng on the right has the ability to retract back into the wall. This allows space for a plaƞ orm for a stage. The audi-
ence is now placed on the ground fl oor. The Ɵ ered steps up to the stage allow for the performers or audience to move up onto the stage 
area
The seaƟ ng element is refl ected not only in the 
interior but also in the exterior, as the seaƟ ng terraces 
produce a concave form which can provide shelter for 
outdoor performances or act as the interior foyer. This 
outdoor performance area can be seen in Fig 7.49, 
where the Ɵ ered seaƟ ng acts as a outdoor canopy. 
Performance is not just limited to the theatre space, 
but can be extended out to all areas in and around 
the theatre, as seen in Agora Theatre, by UN Studio 
which was highlighted in the precedent analysis. This 
idea can be enhanced by allowing the performers to 
enter in through the same entrance as the audience 
members and interact with the audience space. 
Through the architecture of the seaƟ ng layout, the 
language running through the interior theatre space 
has extended to the exterior form as well which can 
is highlighted through the verƟ cal panels both on the 
interior and exterior.
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Fig 7.33  Interior perspecƟ ve of the theatre space. The panels on the window edge are moveable to control the amount 
of lighƟ ng. Blackout curtains are used to block oﬀ  the space and control light. The ceiling panels and the fl oor panels both 
have the ability to be moved up or down to suit the performance
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Fig 7.34 SecƟ on through the theatre showing the underground changing area and rehearsal space linking up to the 
backstage area. The roof plane Ɵ ers down to meet Frank KiƩ s Park
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Adaptable ceiling and fl ooring design 
Performances not only range in audience and 
performer numbers but also in atmosphere and 
inƟ macy. This challenge is overcome by creaƟ ng a 
series of ceiling panels which can be raised or lowered 
to increase or decrease the inƟ macy of the space (refer 
to Fig 7.35). Above these panels is a space frame system 
that allows for a series of catwalks for technicians to 
conduct lighƟ ng and ceiling adjustments. The enƟ re 
fl oor space can be used for a performance or the 
performers can choose to raise or lower a series of 
parƟ Ɵ ons in the centre of the theatre.
ADAPTABLE STAGE CAR  PARK
BACK STAGE
FOYER
REHEARSAL SPACE/CHANGE ROOM STAIR UP TO STAGE   
Fig 7.35 SecƟ on through the theatre space. The fl oor has adaptable panels that can be elevated and lowered or placed at ground 
level. By lowering the fl oor, this allows for an orchestra pit. The ceiling panels can also be raised or lowered depending on the inƟ -
macy required in the performance. Access into the theatre can be achieved via the upper foyer
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ROOF TERRACE
STUDENT COMMON ROOM
ATRIUM
UPPER FOYER
CAR PARK
Fig 7.36 SecƟ on through the central staircase providing access up onto the roof terrace as well as 
to the upper foyer. The staircase begins in the underground car park and leads up to the atrium space
The staircase as a site for performance
The precedent analysis established that it is common 
for circulaƟ on spaces to be uƟ lised for performance, 
as evident in Noemie Lafrance’s piece on a stairwell.
In the design, the staircase is designed to be a feature 
of the building and is situated in the centre of the 
building, providing opportuniƟ es for performance to 
occur over a series of levels. The stairwell takes people 
on a journey from the boƩ om of the site all the way 
from the car park, into the atrium space, up to the 
terrace roof and then up to the upper foyer space. 
To create an array of viewing angles, the staircase 
has to be visible from mulƟ ple perspecƟ ves. This is 
achieved by having a large atrium space surrounding 
it and making the staircase accessible oﬀ  the main 
circulaƟ on path. The staircase can also be viewed (and 
accessed) from the roof terrace and the upper foyer.
In conclusion, mulƟ ple levels throughout the building 
are created so people can look up or down on 
performances, eliminaƟ ng the need to design wasteful 
space to accommodate seaƟ ng conFiguraƟ ons. By 
creaƟ ng this diﬀ usion between the audience and 
performer, an ‘edgy’ performance style (where a 
performance can occur at any Ɵ me and at any point 
in the building, potenƟ ally catching the audience oﬀ  
guard) can be created.
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Fig 7.37  SecƟ on through the central staircase providing access up onto the roof terrace as well as to the upper foyer. The 
staircase begins in the underground car park and leads up to the atrium space
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7 . 5 . 4   E s t a b l i s h i n g  t h e  i m p o r t a n c e  o f  t h e  h i e r a r c h y  r o o f  d e s i g n    
  i n  t e r m s  o f  t h e  c o n n e c t i o n  t o  t h e  g r o u n d  a n d  t h e  p o t e n t i a l   
  f o r  i n h a b i t a t i o n  o n  t h e  r o o f
As the building is situated in a public spot on the waterfront and accessible from all angles, it is 
essenƟ al that it has a strong connecƟ on with the surrounding environment. This has been achieved 
by paying parƟ cular aƩ enƟ on to the scale of the roof form and the way it integrates with the 
surrounding context. In order to keep conƟ nuity when design decisions are made, a key principle 
was established that sees the roof as a landscape.
The roof is one of the main design features of the building as it can be seen from surrounding 
buildings and is in a prominent spot on Wellington’s waterfront. Major design consideraƟ ons 
include how the roof is treated in terms of its hierarchy, the points at which it connects with the 
ground to allow access up onto the building, the materiality, and the inhabitable areas. 
A prime example that employs such a concept is The Yokohoma Port Terminal, Japan. It is a clear 
example of a series of conƟ nuous open spaces along the waterfront of Yokohama that undulate 
between a landscape and a building. The site is an open public space where the roof acts as an 
open plaza, conƟ nuous with the surface of the surrounding parks. The designers used a gradual 
incline over a very large site to guide people up and onto the building. The enƟ re scheme is fl uid, 
uninterrupted and mulƟ -direcƟ onal (Foreign Oﬃ  ce Architects, 2002). It has conƟ nuity between 
the interior and exterior spaces as well as conƟ nuity between the levels. 
Roof hierarchy
There is a hierarchy within the roof structure of the building which means the important elements 
of the building are evident from the exterior. This has been achieved by oﬀ seƫ  ng the plan of the 
theatre space at an angle to all the other buildings on the waterfront to diﬀ erenƟ ate it from all the 
other spaces (refer to Fig 7.13). The theatre plan is extruded 13m upwards to be refl ected in the 
roof design, becoming a feature as it protrudes across the enƟ re building (refer to Fig 7.39). 
Fig 7.38 Hierarchy of roof planes. The darkest roof plane 
being the roof terrace that is inhabitable and is accessed 
from Queens Wharf and Frank KiƩ s Park
Fig 7.39 Roof PerspecƟ ve
N
N
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Fig 7.40 PerspecƟ ve towards one of the entrances to the theatre. The large canopy extrudes out over the pathway to 
provide a covered area for performers and audience members. People can also view down onto the outdoor performance 
area from the above foyer space
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The roof form extends out from each side of the building, providing shelter as well as creaƟ ng a 
dominant feature that draws people into the entrance of the building. All the other roof planes 
are secondary and smaller in scale as they are rehearsal, administraƟ on and eaƟ ng spaces. Second 
to the main roof is the atrium space, which is disƟ ncƟ ve from all the other roof planes because it 
is made of glass. Sweeping in under the main canopy is an inhabitable roof terrace that leads up 
from Frank KiƩ s Park as well as from Queens Wharf. The roof terrace creates a sheltered courtyard 
space on the eastern side of the building providing access directly into the central staircase of the 
building. 
Elements which connect to the ground
For the building to have a strong connecƟ on with the circulaƟ on paths and surrounding 
environment, the roof structure needs to touch the ground plane at certain points to encourage 
acƟ ve engagement with the building. Access onto the roof is limited to three access points in the 
public realm: one from Frank KiƩ s Park, where the roof weaves up and under the main canopy 
and connects with the second access point from the Queens Wharf area (refer to Fig 7.42). A third 
access point is placed inside the building oﬀ  the staircase in the atrium. 
A strong relaƟ onship between the roof and ground is evident in the Olso Opera House, by 
SnoheƩ a, Norway, where the roof is treated as common ground plane for inhabitaƟ on to occur. 
Design decisions infl uenced by this precedent include the concept of the “edge” of the terraced 
space, levels within this terrace, and how it meets the ground. A precedent that also dealt with 
this issue is Ponte Parodi by UN studio, where concrete, grass, and wooden areas are integrated 
in the roof terraces to break up the large concrete wharf that lies below. The architects also 
limited pedestrian access to the roof to the two opposite sides of the building. The enƟ re roof is 
inhabitable. It terraces down at each end to meet the ground plane, providing a series of levels to 
act as seaƟ ng for performance. The designers have successfully dealt with the issue of integraƟ ng 
the ground plane into the roof plane and making these connecƟ ons useful for acƟ viƟ es as well as 
circulaƟ on paths.
UP
UP
Fig 7.41 2 of many opƟ ons that the site of-
fers for diﬀ erent performance arrangements  
Loose boundary for the STAGE
Loose boundary for the AUDIENCE
SITE OPPORTUNITIES
N
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Fig 7.42 Looking down Queens Wharf plaza. The roof plane touches the ground allowing access from Queens Wharf onto 
the roof terrace. The cafe space opens out to the promenade engaging with passers-by. The cafe area is also an opƟ onal 
performance space
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UP
Areas of the roof that are inhabitable
Having an inhabitable roof enables the funcƟ on of the building to extend beyond the regular ground plane. 
As demonstrated by the Cultural Centre in Denmark, the spanning roof form creates a variety of spaces 
ranging from the inƟ mate to the monumental and provides accessible roof scapes that carry and blend the 
funcƟ on of the building to the outdoors while engaging the surrounding context (Evolo, 2010). In the design, 
it would not be feasible for all roof planes to be inhabitable as poor weather condiƟ ons can be restricƟ ve 
and the space would not be used. Balustrades may also ruin the aestheƟ c line of the roof plane. The terraced 
roof area, accessed from the central stairwell, is sheltered from the prevailing northerly wind, and provides 
an alternaƟ ve performance space if the weather condiƟ ons prevents performances occurring on the water’s 
edge side of the building.
Materiality of the roof
At present Frank KiƩ s Park has a headland at the rowing club end of the park. The TSB Arena end of Frank 
KiƩ s Park is currently unsuccessful as it ends quite abruptly and does not link well to the current building. 
The Yokohoma Port Terminal treats the building as an extension of the ground plane by extending the forms 
to blend in with the urban realm. To Ɵ e Frank KiƩ s Park into the new space, the roof form extends out into 
the park and the materiality of the park, such as large concrete slabs and grass, is carried through in the roof 
terrace, with the terrace mirroring the elevated headland at the other end of the site.
The rest of the roof form follows the strong language that the surrounding buildings exert. The roof plates 
are made of a concrete slab apart from the atrium space which is made of glass to allow light to penetrate 
into the centre of the building.
Fig 7.43  2 of many opƟ ons that the site of-
fers for diﬀ erent performance arrangements  
Loose boundary for the STAGE
Loose boundary for the AUDIENCE
SITE OPPORTUNITIES
N
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Fig. 7.44 View from the roof terrace that leads up from Frank KiƩ s Park. This terrace sweeps under the main canopy and 
descends down on the other side into Queens Wharf. This space can be used as both a performance plaƞ orm or a viewing 
plaƞ orm. The informaƟ on centre also opens out to this areas
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7 . 5 . 5    T h e  i n d o o r / o u t d o o r  r e l a t i o n s h i p  o f  t h e  b u i l d i n g
One of the negaƟ ve aspects of the current theatre spaces in Wellington is the lack of relaƟ onship 
between the building and the surrounding context. This results in a lack of engagement for passers-
by, with the creaƟ ve acƟ vity funcƟ oning solely within confi nes of the theatres. The indoor/outdoor 
relaƟ onship in the design is aƩ ained by giving parƟ cular aƩ enƟ on to the architectural facades and 
openings. The architecture has the ability to express as much or as liƩ le detail about the funcƟ ons 
going on inside and leaving the passer-by with a feeling of curiosity.
Facade design
The facade design is one of the main aspects to consider when challenging the building’s relaƟ onship 
to the surrounding environment as there needs to be both physical and visual connecƟ ons at the 
threshold. A precedent that has achieved this is the Arena Stage by Thom Bing architects, which 
uses a clean facade around the whole building (which consists of glass panels and wooden panels), 
creaƟ ng a transparent feel with all the circulaƟ on paths visible from the street. 
In the design, a strong indoor/outdoor relaƟ onship is achieved by using a series of wooden panels 
as the main facade design for the building. At certain points these panels are fi xed, in other areas, 
parƟ cularly the spaces where performance occurs, the panels are moveable which allows the 
performance to be diﬀ used. The panels can be adjusted to the performers’ discreƟ on (refer to Fig 
7.45 and 7.46). There are also blackout curtains in each of the spaces which can be drawn to divide 
space or control light.    
Transparency is not just limited to the facade design. In the atrium space there is a glass canopy 
which creates the feeling of an urban courtyard, making the transiƟ on from outside to inside more 
fl uid. This highlights the connecƟ on with the surrounding environment.
DOWN 
CAFETO 
UP
Fig 7.45  Ground fl oor: secƟ ons of the wooden panels that 
move to allow for fl exibility for light and privacy
Fig 7.46 Upper level: secƟ ons of the wooden panels that 
move to allow for fl exibility for light and privacy
N
N
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Fig 7.47 As well as the building having mulƟ ple visual connecƟ ons to the outdoors, there are also physical connecƟ ons 
represented by the red doƩ ed line. The diagram shows all openings on the edge of the building. This allows performers, 
audience or the public to move easily between this threshold
THE BUILDING’S OPENINGS TO THE SURROUNDING SITE
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Ac? ve ground fl oor func? ons
Materiality plays a large role in easing the threshold between inside and outside. However, the 
funcƟ on of the threshold space is just as important. As the building is situated in a public area, all 
the building funcƟ ons are placed on the ground fl oor and open out to the surrounding environment. 
It is therefore essenƟ al that the spaces funcƟ on for the majority of the day, otherwise they will 
result in ‘dead space’. AcƟ ve ground fl oor spaces engage and encourage people to use the building. 
All of the spaces in the building either have the potenƟ al to open out (physically or visually) to the 
atrium space, to the outdoors, or both. This is essenƟ al to the site as the building and the interior 
funcƟ ons are exposed to a popular urban realm and need to provide a sense of inhabitaƟ on. All of 
the rehearsal spaces are situated on the ground fl oor as well as the cafe, informaƟ on centre and 
the theatre space. (Refer to 7.50, 7.51, where the cafe and informaƟ on centres are on the ground 
fl oor).
Visual connec? on between indoor and outdoor
To enhance the connecƟ ons between the indoors and outdoors, transparency is achieved by using 
diﬀ erent light forms, transparent walls, and limiƟ ng the use of solid planes. Using screens and 
panels gives a depth to the elevaƟ on of the building whilst providing the privacy desired for some 
performances. The viewer must acƟ vely engage with the building to get a glimpse of what is going 
on inside. This eﬀ ecƟ vely challenges the boundaries of the audience/performer relaƟ onship. 
Fig. 7.48 2 of many opƟ ons that the site oﬀ ers 
for diﬀ erent performance arrangements.  
Loose boundary for the STAGE
Loose boundary for the AUDIENCE
SITE OPPORTUNITIES
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Fig 7.49 View looking from the sea side towards the central atrium. The main theatre space is on the right and opens 
out to the terraced area. The rehearsal spaces are on the leŌ 
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Fig 7.50 The cafe opens out onto the Queens Wharf area. The cafe provides areas for performance, both indoors and 
outdoors. The wooden materiality means the space is fl exible and can aƩ ract people to perform outdoors as the wood is 
soŌ er to perform on
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Fig 7.51 PerspecƟ ve of the open central atrium space. The informaƟ on centre is on the leŌ  and it is also showing the 
staircase up to the roof terrace. The atrium space is a performance area, meet and greet space and a circulaƟ on path
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Fig 7.52 View down towards the water’s edge of a performance occurring late in the evening. The building provides the 
canopy for shelter
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Entrances to the building and theatre space
As people approach the building, the entrances and openings in the building beckon and welcome 
people in. There are fi ve main circulaƟ on routes that lead people into the building and into the 
atrium space (refer to plan in Fig 7.13 and Fig 7.21). There is no large entrance door on the edge of 
the building facade so people are encouraged to use these paths and not be put oﬀ  by an closed 
oﬀ  facade. The building is enclosed by doors that are placed around the edge of the atrium space.
There are mulƟ ple access points into the on the edge of the facade to enƟ ce people into the 
building. The cafe opens directly out onto the Queens Wharf area, which acts as an audience space 
to performers performing in the central plaza area. Rehearsal spaces are also placed on the ground 
fl oor and open out to the circulaƟ on paths which gives people a sense of what goes on behind the 
scenes of the performing arts. These smaller spaces can also be used for performances, so it is 
ideal that they are at ground fl oor level to draw in a diverse crowd.
The theatre space has a few main entrances depending on the area of the theatre that is in use. 
There is an access point oﬀ  the internal atrium foyer (and upper foyer) and an access point directly 
from to the outside. Depending on which areas of the theatre are being used for the performance, 
will depend on which entrances into the theatre will be used. The theatre has the capability of 
opening out onto the terraced area which Ɵ ers down to the water’s edge, so that performance can 
be expressed outwardly as well as inwardly. 
As a design iniƟ aƟ ve to move away from the tradiƟ onal theatre space and to provide more fl exibility 
and innovaƟ on for performers, a range of entrances and exits have been designed to access the 
stage space. Within the theatre space there are mulƟ ple entry points for the performers to access 
the stage to cater to a range of diﬀ erent performance requirements. There is a backstage area 
on the ground fl oor that directly accesses the stage space as well as an access point that comes 
directly up from the basement warmup area to the stage space.  
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7 . 6   S u m m a r y
The design of the new performance centre and theatre on Wellington’s Waterfront has achieved 
the objecƟ ves set out by the design proposal. The summary measures the outcomes against the 
set of design criteria previously established.
The building produces mulƟ ple performance sites to cater for a range of performance styles and 
sizes. These sites are accompanied by a range of viewing angles and levels (including the roof 
terrace) resulƟ ng in a variety of diﬀ erent performance experiences. The design of the building has 
reinforced the city to sea connecƟ on and created a stronger link back to Frank KiƩ s Park. 
Overall, there were six key outcomes that were achieved by the design. The design:
• Creates a home and insƟ tuƟ on for the Wellington Performance Centre
• Encourages anƟ cipated and unanƟ cipated spectators through the building via key 
circulaƟ on paths and engages them spontaneously with performance
• Creates a performance centre that has a beƩ er indoor/outdoor fl ow and a stronger 
relaƟ onship with the surrounding context
• Enhances the public realm and made sure the building relates to this by using 
architecture to adjust the amount of visibility between the indoor/outdoor 
threshold
• Achieves adaptability of the space by creaƟ ng mulƟ ple opportuniƟ es on the site 
for small or large performances and a theatre space which can be transformed to 
meet the demands of the user 
The building’s mulƟ ple circulaƟ on routes create a public space through the building with which 
people interact and engage with. Public engagement is also encouraged through the mulƟ ple view 
shaŌ s into performance and rehearsal spaces, and also through the acƟ ve public faciliƟ es located 
on the ground fl oor.
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Fig 7.53 An original sketch on the theatre plan, however 
has been developed as it proved to be not very pracƟ cal
Fig 7.54  Development sketch of the adaptability of the 
theatre space. The space can be separated oﬀ  to use any 
chosen area
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7 . 7   R e s p o n s e  t o  d e s i g n  c r i t i q u e 
A number of design challenges arose from design criƟ que during the year.
1. There was insuﬃ  cient detail in the plans:
In response, the detail was further developed in order to portray a realisƟ c spaƟ al scale and to clearly show 
the indoor/outdoor relaƟ onship. 
2. It was suggested that the degree of design innovaƟ on made the theatre space impracƟ cal:
In response, the design was simplifi ed, resulƟ ng in a more convenƟ onal theatre design. InnovaƟ on was 
achieved by: the ability to divide up the space, the adaptable seaƟ ng, fl ooring and ceiling and the strong 
relaƟ onship that the theatre space had with the outdoors.
3. It was argued that as Queens Wharf is a key urban space and public circulaƟ on route, this area need to 
be enhanced:
In response, the cafe space was swapped with the rehearsal space that opened out onto Queens Wharf. 
This resulted in a stronger connecƟ on between the restaurant and Queens Wharf and the resturant and the 
upper foyer space, as a stair case ran from the restaurant directly up to the upper foyer.
4. The slope of the roof form that hovers opens out to the Queens Wharf promenade did not fi t in with all 
the other roof planes (which were relaƟ vely fl at planes): 
In response, a fl aƩ er roof plane was created which allowed for a double storey mezzanine level in the 
café space. This then housed the building administraƟ on oﬃ  ces as these spaces did not need to funcƟ on 
from the ground fl oor. Another benefi t to these oﬃ  ces being separate to the insƟ tuƟ on oﬃ  ces is that the 
insƟ tuƟ on has business hours and the building administraƟ on needs to stay open for shows.
The design criƟ que was useful because it encouraged a more detailed resoluƟ on of the architecture in 
response to the aims and objecƟ ves of the research.
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Introduc? on
As each chapter has dealt with a disƟ nct aspect of the research, this secƟ on will draw together the fi ndings 
from each chapter and collate a summary of the thesis. Throughout the research there have been overlaps 
between issues, ideas and experiments which will be discussed here. Finally, the implicaƟ ons of this research 
are discussed, as well as possible future research topics.
The problem which the thesis sets out to invesƟ gate revolves around the idea that Wellington’s current 
architecture does not allow a great amount of fl exibility and creaƟ vity in the realm of performing arts. The 
following two reasons are idenƟ fi ed as key factors for Wellington’s limitaƟ ons. Firstly, the current theatres 
are limiƟ ng due to the range of sizes available, so the available spaces are not easily adaptable to meet 
the needs of diﬀ erent types of performances. Secondly, current theatres in Wellington do not outwardly 
express performance’s creaƟ ve essence. These problems with Wellington’s performance space opƟ ons are 
reinforced throughout the study by the results of the interviews and the quesƟ onnaire. 
Research and Aim
The aim of the thesis was to invesƟ gate a method of research that defi ned the intersecƟ on between 
architecture and performance with the goal of increasing the potenƟ al of architectural form to generate 
innovaƟ on in performance choreography. A signifi cant part of the invesƟ gaƟ on was concerned with 
understanding the adapƟ ve role that architecture could play in the design of performance spaces when 
translated from tradiƟ onal indoor theatre spaces to more public spaces. The thesis focuses in parƟ cular on 
the urban realm which provides a sense of uniqueness to all audiences. 
The invesƟ gaƟ on shows how a new building, as part of a network of adaptable urban spaces around the city, 
can provide the innovaƟ on that theatre is striving for in Wellington. The resulƟ ng design creates mulƟ ple sites 
for performance opportuniƟ es both indoors and outdoors. It is responsive to the urban context, expresses 
creaƟ vity and provides a space that gives a sense of uniqueness for audience members and performers alike.
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Literature review
The literature review focused on the history of performance space with parƟ cular aƩ enƟ on given to spaƟ al 
qualiƟ es and how those qualiƟ es have evolved over Ɵ me. The review revealed that some theatres are not 
fl exible enough for the needs of contemporary performances; they are closed in and do not engage with the 
surrounding context. It also suggests a number of key strategies, which relate to the development of more 
adaptable, contemporary performance venues. They include:  
• Moving the performers beyond the theatre space and into the urban realm. This extends their 
audience and results in site more appropriate to their style
• Moving performance into the urban realm so performers feel less restricted. This removes the 
barrier between the performer and the viewer, resulƟ ng in a greater sense of fl exibility
• CreaƟ ng a strong relaƟ onship between performers and architects driving the design process to 
produce a design that is beƩ er suited to the performers
• CreaƟ ng an adaptable and mulƟ funcƟ onal space so the user is able to interpret the space and set 
the boundaries to meet his/or her own needs and desires
Following the literature review, an in-depth study of related precedents was undertaken. The key elements 
from the literature review were applied to the precedents to understand how each precedent achieved 
success in the setup of performances. 
Precedent Analysis 
The precedent analysis invesƟ gated a range of spaces where performance occurred or had the potenƟ al 
to occur. These included: exisƟ ng public spaces (indoor and outdoor), spaces designed specifi cally for 
performance, and urban design spaces.  
The concepts the precedent analysis highlighted were:
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• The experimentaƟ on associated with placing performances in alternaƟ ve urban sites
• Internal theatres which focus on ways that space can be adapted
• The success of buildings which have integrated the urban realm into the funcƟ on of the building
• The success of performances being sited on, or close to, circulaƟ on paths to draw in anƟ cipated and 
unanƟ cipated audiences
The thesis recognised the opportunity to combine all four of these aspects, where the architecture of a 
building could expand out to the urban realm to allow opportuniƟ es for performance. The majority of the 
precedents used alternaƟ ve performance sites, as tradiƟ onal performance venues do not oﬀ er opportuniƟ es 
to extend beyond the theatre. The case studies provide good examples of how performance space can be 
integrated into the urban context and streetscape and play an acƟ ve role in the social life of the community. 
Interviews and ques? onnaires
The interview and quesƟ onnaire results are signifi cant because they aid in understanding what audiences 
and performers want from a building and its surrounding site.
Trends and ideas that came from the quesƟ onnaire results helped direct the design process. Preference for 
a parƟ cular performance style was a key factor as diﬀ erent styles of performance aƩ ract diﬀ erent audience 
numbers. The design therefore catered for diverse audience sizes and a varying performance atmosphere. 
Design responses to other notable outcomes from the quesƟ onnaire were: Including a range of seaƟ ng 
arrangements and types of seaƟ ng, diﬀ erent viewing angles, providing on-site parking and providing a range 
of ameniƟ es and acƟ viƟ es on the site.
The interview results highlight and reinforce the noƟ on that there is a demand for more innovaƟ ve theatre 
space in Wellington, a space that is contemporary and provides further opƟ ons for performance. The design 
response to the interviews included: Providing more backstage space, providing a range of outdoor areas 
that are more equipped for shelter and crowd capaciƟ es, making the stage area more fl exible by providing 
a range of entrance points and the ability to break down the ‘fourth wall’ by allowing a closer interacƟ on 
between the audience and the performer.
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Site selec? on
The precedent analysis generated a set of criteria which was applied in order to select a site in Wellington. 
These included: locaƟ on, circulaƟ on, adaptability, access, indoor/outdoor relaƟ onship, collaboraƟ on and 
potenƟ al of the site. AŌ er a thorough site analysis, a network of sites were selected in Wellington that 
would provide potenƟ al for a range of diﬀ erent types of performance to be presented. The network of 
‘found’ spaces oﬀ er opportuniƟ es for interacƟ ng creaƟ vely with unusual elements such as spontaneous 
occurrences outside of the performers’ control. The area where the TSB Arena is sited proved to be the most 
appropriate when measured against the criteria and became the case study to be developed.
The site is ideal as it is located in an area of diverse acƟ vity, it has ease of access and great potenƟ al in 
regards to providing an area to house a performance venue. The current venue (TSB Arena) has also been 
considered for replacement by the Wellington City Council as it does not fi t in with the Wellington Waterfront 
Framework. It is too large; ignores the surrounding environment; there is a disconnecƟ on between the city 
and water; and there are poor circulaƟ on paths through the site.
As the site was situated in the waterfront precinct, elements of the Wellington Waterfront Framework and 
Waterfront Furniture Brief were adhered to which included: using similar materials, relaƟ ng the building’s 
acƟ viƟ es and openings to the surrounding context, and responding to the surrounding buildings’ scales.
Case study
WhiƟ reia Performance Centre was idenƟ fi ed as a key insƟ tuƟ on that would benefi t from a new venue. It 
was clear that a more innovaƟ ve, permeable and adaptable performance centre would increase the public’s 
interest in performance as well providing a venue for the educaƟ on of students in the performing arts.
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Design experiments
A number of key ideas were invesƟ gated through design experiments to help create an adaptable performance 
venue that is integrated with the public realm. The main objecƟ ves were to: 
• Highlight key circulaƟ on paths through the building to encourage the public to circulate through the 
building, promote the building as a public space, and expose performance to the public. This was 
achieved in a couple of ways; fi rstly, by creaƟ ng mulƟ ple access points into the building and secondly, by 
making the building extremely permeable by prevenƟ ng the placement of entrances on the perimeter 
of the building and instead, seƫ  ng them back within the building.
• Create a permeable building that allows a blurred relaƟ onship between the indoors and outdoors in 
order to outwardly express creaƟ ve talent. This was achieved by employing the following elements: 
Firstly, breaking up the facade into a series of wooden and glass panels, providing view shaŌ s both in 
and out of the building. Secondly, the performance spaces all have the ability to open out to a public 
circulaƟ on space as they are all at ground level. Thirdly, the indoor and outdoor relaƟ onship was 
extended to include a stronger connecƟ on with the water’s edge, achieved by the terraces stepping 
down to the water. Finally, a stronger connecƟ on was made with Frank KiƩ s Park by extending the roof 
plane into the park and providing access up onto the roof.
• Create innovaƟ ve ways for the spectators to view the performances to maintain excitement and interest. 
This was achieved by designing the building with a range of fl oor and roof levels instead of having fi xed 
seaƟ ng areas, giving people opportuniƟ es to view performances from diﬀ erent spots each Ɵ me. 
• Encourage adaptability of the performance spaces so they can be transformed for other funcƟ ons if 
necessary. By making sure the space was versaƟ le enough, it allowed diﬀ erent funcƟ ons to occur within 
the same space. The majority of the outdoor performance spaces were on circulaƟ on paths so there was 
no wasted space outside performance hours, and the indoor spaces could be used for performances, 
rehearsals, conferences, and exhibiƟ ons as there is no fi xed seaƟ ng that dictates the use of the space. 
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Conclusion
The study shows that architecture and performance have a strong relaƟ onship and provide mulƟ ple 
opportuniƟ es for future collaboraƟ on. Performers and architects create these contemporary performances 
in order to explore new ways to understand the condiƟ on of the body in relaƟ on to architectural space. 
There is always scope to push both of these disciplines to further remove themselves from their tradiƟ onal 
constraints. 
Many parallels exist between architecture and performance, and architecture can successfully act as a 
medium that can both infl uence and refl ect change in performance spaces in the future. Blurring boundaries 
between dance, theatre, architecture and new technologies allows choreographers to explore enƟ rely new 
realms of thought and pracƟ ce. More than ever, the architect is required to have a panopƟ c vision that 
encompasses a wide variety of social, cultural and environmental knowledge, making mulƟ disciplinary work 
not only relevant but almost necessary in the contemporary world (Perez De Vega, 2007, p. 5). Though it is 
sƟ ll important for each discipline to contribute within its own experƟ se, hybridising a discipline opens a vast 
array of new conceptual possibiliƟ es. New formal values and techniques must be born from new forms, and 
insƟ gate new debates that can open a path towards an ecological culture that blurs boundaries between 
architecture and the performance of the human body in its environment (Perez De Vega, 2007, p. 5).
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APPENDIX 9.1  OUTCOME FROM THE INTERVIEWS
QUESTION INTERVIEWEE 1 - Ma?  Benton
Musician
INTERVIEWEE 2 – Anna Robinson
Dancer/Actor
INTERVIEWEE 3 – Perri Exeter
Dancer
MUSICIAN DANCER DANCER
1.       What is your main style of 
performance and what is your role/ roles 
or posi? on in your discipline?
• Saxophone player
• The Thomas Oliver Band which is 
a fi ve piece blues rock band.      
• The Black Seeds which is a seven 
or eight piece dub reggae band.    
• The Boomshack Band which is 
50s rock n’ roll
•  A jazz trio called the Benson 
Brothers
• Hip hop Dance crew • Contemporary dancer and 
choreographer. 
2.       How oŌ en throughout the year 
would you be involved in/ or produce 
performances and on what scale?
• Most weekends. • 3 compeƟ Ɵ ons a year – large 
audiences
• Casual – once a month
• Twice a year
• Small hall, no fi xed seaƟ ng
3.       What do you like most about the 
Wellington performance scene/ spaces ? 
(ie loca? on/ space)
• High level of creaƟ vity 
• The saturaƟ on of musicians and 
arƟ sts          
• Any night of the week you can 
preƩ y much go out and see any 
genre of music
• Everyone knows each other
• Cultural capital of NZ, always 
support and opƟ ons
• Central city
• Accessible
• Parking
• Some inƟ mate theatre locaƟ ons in 
underground seƫ  ngs or tucked away 
alleys create amazing atmosphere 
but are usually small and limit 
numbers.
4.         If you could change anything 
about the current performance spaces 
what would it be?
• Live pub spaces for bands 
• Clear site lines
• A big bar so that you can get a lot 
of people in there and they can 
sƟ ll buy drinks 
• Sound quality
• Price
• Elim church – used to be free
• Makes performing more 
expensive and less accessible
• Price
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5.       Which performance venues in 
Wellington have you found successful for 
your style of performance? And Why?
• San Francisco Bath House
• InƟ macy
• Unobstructed viewing because 
it’s just one big long room.  
• Massive bar
• 500 person venue 
• Opera house – professional
• Victoria University memorial – 
not too big or small, inƟ mate
• TAPAC, Auckland: InƟ macy and 
faciliƟ es.
• PracƟ ce studios surrounding the 
theatre
• Basement pracƟ ce space
6.       If you were to adapt the 
‘tradi? onal’ stage to become more akin 
with your performance style what would 
you do?
• ShooƟ ng out bits so that, catwalk 
layout
• The stage to be risen quite a bit, 
especially in a bar.
• Hip hop is a contemporary style
• Even fl oor surface – dance 
studio
• Adaptable seaƟ ng
• Number of entry and exit points for 
performers
• Adaptable in size 
7.       What scale of performance do you 
usually do? Number of performers and 
the general target audience
• Bath House we want 500 plus 
people there. 
• Our target audience - it’s quite 
broad, from 18,  50 even.
• FuncƟ ons or work gigs. 5 – 10 
people in the performance. 40 
people in audience
• CompeƟ Ɵ ons – audience 1000. 
Performances 40 teams of 8 
people
• Small scale but collaborate with large 
companies to bring a wider audience
• Trying to appeal to a larger audience
8.       What is the best/ worst thing about 
performing in the tradi? onal theatre 
venue. ie Opera house, St James Theatre
• Audience right at the back kind 
of feel a bit distant but I guess 
that just means we have to work 
harder to push all our energy 
and maybe.
• Very professional when we’re at 
the Opera House
• SomeƟ mes it might look quite 
out of sync with the big columns 
and decoraƟ ons around the 
outside
• Best: History in the space, beauƟ ful 
auditoriums
• Worst: Everything shrinks on stage
9.       What is your opinion on the cost of 
all the theatres around Wellington? Does 
this inhibit the amount of performances 
you undertake?
No • Yes
• Fund-raisers – hard to make 
a profi t if you have to pay for 
theatre
Yes
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10.   Would you consider doing more 
performances if there were more readily 
available spaces and easily accessible?
No • Opera house very hard to get
• Want places that would work 
with your schedule not there 
schedule
Yes, Discounted rates for emerging arƟ sts.
11.   How important is u? lising the 
stage space in your performance? 
(Choreography). Ie entrance, exit, 
adaptability, stage layout etc
• A set set-up so we’ll always try 
and be in the same spot with all 
the bands.
• Dance is important
• Good that we are able to have 
dances that we can adapt for 
any parƟ cular stage size
• Good that we are able to have 
dances that we can adapt for 
any parƟ cular stage size
• Making use of all of the stage 
that you’ve got available
12.   Is pre-performance space for the 
audience important for the show?
• Very important 
• Good layout
• Nice and welcoming
•  Music playing
• Aﬀ ect how they come into the 
show.
• Not so much
• Good to have an area to get 
food and drink
13.   In an indoor theatre which is your 
preferred stage level and why? Elevated 
above audience, audience level, the 
audience looks down onto the stage
• High, about the average man’s 
shoulder height.
• San Fran is about that high.  
• Important for bands so you have 
a BARRIER 
• Prevent people from spilling stuﬀ  
on stage
• The drummer on a rise too.
• No audience level
• Audience looking down onto 
stage. See formaƟ ons from 
above. Push energy upwards
• On level to begin with then the 
seats progress upwards. This 
allows for the eﬀ ect of the ‘birds 
eye view’ or fl oor pathways to 
be seen from diﬀ erent angles. It 
also builds more of a connecƟ on 
between audience and 
performers and can really draw 
audience members in when you 
can hear things like breath and 
the feet on the fl oor.
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14.   In certain performances you do, 
does the range of performers and 
audience members change? What do you 
think of having ONE theatre that had the 
ability to adapt from a small in? mate 
performance to a large scale spectacle 
performance depending on your needs?
• Amazing.  
• Save so many hassles, especially 
playing in diﬀ erent bands 
• Audience size  be able to change
• Not good if there is a massive 
room and there’s like 20 people 
there
• Good
• Smaller stage with few seats
• A range of things you can do.
• Yes! Because a crowd for hip 
hop is very diﬀ erent than a 
performance art show
15.   There is obviously the very 
tradi? onal theatres in Wellington 
that are very beau? ful for certain 
performance, do you wish there were 
alterna? ve contemporary venues to 
choose from.
• Defi nitely
• Modern theatre that is like new 
and revoluƟ onary
• Not  sƟ cking with tradiƟ onal 
theatre style
• SƟ ll having the square/ 
rectangular stage
• Yes, open plan spaces to 
really push directors and 
choreographers to explore their 
space more and break down that 
‘fourth wall’ 
• Also use the architecture in the 
movement possibly. 
• Or even open spaces that can be 
inclusive of outside landscape. 
17.   Do you tend to do outside 
performances? If so, where about?
• The Sound Shell, Botanical 
Gardens.  
• Home grown, The waterfront.  
Like up the Coromandel outside 
quite a bit
• Botanical Gardens
• Civic square
• Waitangi park
• Busking
• Outside St James – hip hop to 
the streets
• Outside reading cinemas
• Flash mob
• Site specifi c work – based on the 
history and scenery.
18.   What are the barriers preven? ng 
you from doing more outdoor 
performances and branching out?
• Weather
• For sound gear for rain and 
electrocuƟ on 
• For the audience to have a good 
Ɵ me.
• No good outdoor performance 
venues
• Place a stage in at Waitangi Park
• Sounds shell is concrete
• Sound
• Drawing an audience
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19.   What kind space do you prefer 
when performing in an outdoor 
environment, eg closed, open?
Big Stage, can spread out more.  
• The Big Day Out with that 
rounded top?  
•  Impression of like an 
amphitheatre
• And it’s nice having hills in the 
background. 
• Wineries  
• Surrounded so that the 
audience can see you from 
where you’d want them to see 
your dance rather than from 
behind which probably doesn’t 
have the best angles
• Could add another dimension. 
360 degrees
• Basketball games – crowd 
surrounds you. Could do 
interesƟ ng things
• I prefer the faciliƟ es of an indoor 
environment probably because 
with the technologies you can 
create an atmosphere that you 
desire and you can’t control the 
elements
20.   When you translate your 
performance outside what are they 
key elements of your performance you 
no? ce that change?
• AcousƟ cs 
• You tend to make your 
movements a liƩ le bit bigger.
• Maybe you think people can’t 
see as well or something or 
maybe you’re just more into it.
• Floor work
• Concrete and raining = not good
• Need good surfaces or covered
• Sheltered
• Movement is hindered due to the 
fl oor/ground
• Sound is lost
21.   In which kind of performance space 
do you feel be? er connected with the 
audience? Ie
a.       Light/ dark ligh? ng
b.      Level of stage. Elevate/ level/ 
lowered
c.       Distance from audience.
d.      Size of the space
• How appreciaƟ ve they are aŌ er 
songs and if they’re cheering a 
lot.  
• I don’t think you necessarily have 
to see them because you can feel 
their presence 
• Making sure they’re in the zone 
when they show up and that.
• Not being able to see audience
• Good to see because see 
reacƟ on
• Not have audience right in face
• No boundaries at all between 
audience and performer and 
was awkward
• Need a defi ned space to some 
extent. Even through materiality
• Moving between light tunnels, 
including shadows
• Close to audience is crucial
• Easy entrance and exit points
22.   What do you think of the op? on of 
conduc? ng free short performances in 
the public realm as a means of gaining 
exposure for your discipline or upcoming 
performances?
• Something all arƟ sts have to do 
iniƟ ally To get their name out 
there? 
• Be careful of doing it too much 
because then people think they 
can get you for free or for cheap, 
you know and you’ve got to 
make sure it’s sƟ ll quite special 
• If it produces more gigs, do it for 
publicity 
• Good!
• You would need to allow Ɵ me 
for people to gather and get 
them interested. Wrangle a 
crowd.
• FantasƟ c
• Combining disciplines would access 
more people too
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23.   What do you see as the main 
benefi ts of having an outdoor 
performance space or a performance 
space in the public realm?
• Some kind of shelter for the 
audience with movable sides 
or something so if the wind is 
coming you can block of diﬀ erent 
ways and stuﬀ  like that.  
• I reckon it would be wicked, 
especially if you could uƟ lise it 
oŌ en.
• You’d get a lot more by-passers 
whereas when you have your 
gigs at events people obviously 
have to know about them
• Defi nitely more exposure and 
accessibility to your audience 
members who would never see 
this kind of dancing
• If it is a really nice day there 
would defi nitely be people out 
if they saw someone dancing 
they’d be like, oh cool 
• Summer performance fesƟ vals
• Amazing atmosphere
• Gather all people from all generaƟ ons
• It would also break down 
preconcepƟ ons about the ‘eliƟ sm’ of 
the theatre
24.   How much infl uence does the 
audience interac? on and response 
have on your performance?  How can 
you make sure this is successful? (Size: 
people ra? o)
• Heaps. If you’re not really feeling 
it from them and as a band you 
can have a really great gig but I 
don’t think anything beats when 
there is an audience going nuts. 
• Obviously you don’t want people 
squished in but you want a lot 
of people there because  people 
in mass feel like they’re a part of 
something.  
• Being good at your chosen 
discipline.
• Audience response is very 
important.
• Gives you a boost
• Small audience in a big space 
it would make it more evident 
to us that there was no one 
watching
• Small audience in a smaller 
space  get way more connected 
with them.
• Empty seats big put oﬀ !! 
(Remove seats)
• Huge
• SomeƟ mes audiences are apart of the 
performance and someƟ me it is to 
entertain
• SomeƟ mes oﬀ  puƫ  ng seeing 
audience and vice versa too.
25.   What is the most important factor 
to your performances, What makes your 
performance?
a.       Set
b.      Acous? cs
c.       Audience
d.      Ligh? ng
e.      Performers interac? on with space
f.        Big enough stage
• All of those together yep, 
• Set, acousƟ cs 
• Sound is huge.  
• The set can change but you learn 
what works and doesn’t
• Audience very key,
• Sound
26.   Would you be averse to crea? ng a 
performance or performing in a site not 
generally associated with theatre such 
as a railway building, an old boat on the 
waterfront, in a tunnel, on rooŌ ops of 
buildings?
• Cool!  I’d love to do some more 
stuﬀ  like that.
• Inspire works purely for the space
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27.   What sort of opportuni? es or 
barriers do you think this would bring for 
you?
• You probably don’t have a stage. 
But you’d create your stage out 
of something
•  And acousƟ cs also in places like 
that, like railway staƟ ons the 
acousƟ cs can be really echo-
ee and stuﬀ  because it’s not 
designed 
• You’d have to design a space for 
good acousƟ cs and that.  
• And people hear about “oh 
they’ve performed at this 
place one” and people get a 
percepƟ on of where that is. 
• Challenge and inspire choreographers 
and dancers to create works the 
pushes the boundaries of the normal 
performance,
• Cross disciplinary performances 
as the space is going to be more 
intricate and complex.
28.   Would It be of any benefi t of a 
collabora? on performance venue which 
is home to the Wellington Performing 
Arts and has informa? on on ins? tu? ons, 
classes, shows, workshops? a. The 
Wellington Hub for the performing 
arts, or do you think these should be 
separate?
• Yes, defi nitely.  Someone needs 
to do it soon.
I think this would work, although I would 
be hesitant to put insƟ tuƟ ons in the mix 
and prefer to see it as a hub for emerging 
and established arƟ sts to teach and exhibit 
their work. Asides from that I think this 
kind of concept and venue is missing in 
New Zealand and therefore this would 
give dancers, choreographers and arƟ sts a 
chance to show case the talent that oŌ en 
never gets seen in Aotearoa
29.   How have you see the popularity of 
dance increase and change in style over 
the last 10 years. ?
N/A
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QUESTION INTERVIEWEE 4 - Carl Johnston
Actor
INTERVIEWEE 5 – Linda Lim – DANZ 
event manager
INTERVIEWEE 3 – Aimee Pollard
Actor/Singer
Actor Events coordinator Professional actress
1.       What is your main style of 
performance and what is your role/ roles 
or posi? on in your discipline?
• Musicals • Programme director, Chinese NY, 
Wellington. Organising venues etc
• CommunicaƟ ons manager for 
DANZ
• Theatre (Currently an actor in 
a naƟ onal tour of Children’s 
theatre)
2.       How oŌ en throughout the year 
would you be involved in/ or produce 
performances and on what scale?
• Once or twice a year. Small to 
medium in size.
• Global dance celebraƟ on
• Chinese NY
• Wellington Dance fesƟ val
• Professional scale – Full Ɵ me.
3.       What do you like most about the 
Wellington performance scene/ spaces ? 
(ie loca? on/ space)
• We have lots
• Every community has their own 
but all are diﬀ erent , in size and 
in layout
• a smaller place you get a high 
degree of people willing to work 
together and to collaborate
• Audience are open to new 
events. 
• InteracƟ on with other disciplines, 
fusion with diﬀ erent genres, 
cultures. This is helped by being a 
smaller city
- N/A
4.       If you could change anything about 
the current performance spaces what 
would it be?
• Bigger changing rooms and sides 
of the theatre, most halls and 
theatres are maximum stage 
room.
• Have more venues, Outdoors and 
read to go. Too many logisƟ cs of 
geƫ  ng a stage made up
• Indoor good because of security
• Orchestra pit changed for musical 
theatre, seen but not upstaging the 
performance
• If orchestra pit is too far forward 
then it can break the connecƟ on 
with the audience
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5.       Which performance venues in 
Wellington have you found successful for 
your style of performance? And Why?
• Opera House - Space
• St James- Space
• Porirua liƩ le theatre is a great 
place to show oﬀ , being more 
inƟ mate.
• All our events are free so are 
highly accessible and spaces that 
encourage walk up audiences, 
rather than heavy promoƟ on to 
get people there
• Frank KiƩ s Park, with the natural 
amphitheatre with the seaƟ ng 
and also the space in the middle 
where people can sit down
• Under the sails
• Civic square
• All require you to being own 
staging.
• Waterfront is good as you can do 
lots of things throughout the day 
and it is all within walking distance
- N/A
6.       If you were to adapt the 
‘tradi? onal’ stage to become more akin 
with your performance style what would 
you do?
N/A • Adaptable audience areas 
to make smaller or bigger 
depending on the theatre piece. 
Bi-folding walls? (For live drama 
theatre a smaller inƟ mate 
audience is more appropriate)
• Spacious and comfortable 
orchestra pit.
• The orchestra sits above the 
stage on another level as if part 
of the performance which is very 
modern and can work for some 
performances.
• Adaptable stages, being able 
to move the stage around 
the theatre or lowering and 
elevaƟ ng depending on the 
performance style.
• Bathroom faciliƟ es in each 
dressing room
• More bathroom faciliƟ es for 
audience members, there is 
always a huge queue at half 
Ɵ me.
• Plenty of entrance and exits on 
stage, under the fl oor, sides and 
rooŌ op.
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7.       What scale of performance do you 
usually do? Number of performers and 
the general target audience
•  Small to medium, 6 – 20 
performers 
•  Target audience, with being 
musicals it draws a wide crowd 
from kids to the old and very old
• 2000 performers throughout a 
one week fesƟ val. 4 diﬀ erent 
stage programmes
• 3000 -4000 audience members. 
Frank KiƩ s Park is good
• Audience can range from 50 to 
2000 people. Performers can 
range from 3 to 50 people on 
stage.
8.       What is the best/ worst thing 
about performing in the tradi? onal 
theatre venue. Ie Opera house, St James 
Theatre.
• Audience being able to be 
in the 100’s
• Best: House large audiences
• Large backstage
• Great locaƟ ons
• WORST: Hard to create an 
inƟ mate feel in such a large 
space, cold, old and hard to 
heat
9.       What is your opinion on the cost of 
all the theatres around Wellington? Does 
this inhibit the amount of performances 
you undertake?
• Wants the performers to get paid • Subsidised by council as it is a 
community event
• Sound shell at Botanical Gardens 
has its own staging
N/A
10.   Would you consider doing more 
performances if there were more readily 
available spaces and easily accessible?
• Driving all over the place is hard
• A place that had all the room, was 
cheap to hire and you’d get packed 
houses every night. 
• No, the chosen venues on the 
waterfront work well.
• Yes, always on the lookout 
11.   How important is u? lising the 
stage space in your performance? 
(choreography). Ie entrance, exit, 
adaptability, stage layout etc
• Very important
• Whatever the size you should use 
the whole thing
• Entrances/ exits and where 
dressing rooms are in relaƟ on to 
the stage. Good fl ow
• Room side of stage/outdoors
• Under the sails is bad for logisƟ cs 
in using the changing rooms
• Adaptability for fashion show 
rather than a rectangle. Everyone 
sits around stage
• Huge. Taught to use the stage 
properly
• Use every entrance possible 
in a show to make it more 
believable to the audience to 
convince them they are in a 
new space in the show.
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12.   Is pre-performance space for the 
audience important for the show?
• Very, important
• They need a place to talk to meet 
and to rave about the show. 
• N/A • Set the mood for the audience
• If they are stuck waiƟ ng 
outside or in a cold cramped 
room, they are less likely to 
go into a performance with an 
open mind. If they are waiƟ ng 
in comfortable space with 
refreshments, it makes all the 
diﬀ erence.
13.   In an indoor theatre which is your 
preferred stage level and why? Elevated 
above audience, audience level, the 
audience looks down onto the stage
• No preference • N/A • Eye level or just higher. Easier to 
interact with the audience if on 
similar level
14.   In certain performances you do, 
does the range of performers and 
audience members change? What do 
you think of having ONE theatre that had 
the ability to adapt from a small in? mate 
performance to a large scale spectacle 
performance depending on your needs?
That would be great someƟ mes you don’t 
know how your show will go so to be able 
to extend and sell more on the night would 
be brilliant.
• Ideal world would be good, large 
cost. In order to have a venue 
that can cater for thousands but 
then to be able to make it a small 
inƟ mate venue – it’s almost like 
two spectrums of the scale
• Perfect! Performances 
constantly change which means 
theatre and audience numbers 
change too.
• Great if one space could cater 
to each style of theatre
15.   There is obviously the very 
tradi? onal theatres in Wellington 
that are very beau? ful for certain 
performance, do you wish there were 
alterna? ve contemporary venues to 
choose from.
• The more theatres the beƩ er • N/A • In theatre, not all spaces suit 
the large beauƟ ful spaces. There 
are new types of theatre such 
as “in yer face” theatre which 
stretches the boundaries for the 
audience member. Pieces like this 
need to be in a space with a very 
contemporary feel.
17.   Do you tend to do outside 
performances? If so, where about?
• no • Outlined above • Rarely
216CHAPTER 9 APPENDIX
18.   What are the barriers preven? ng 
you from doing more outdoor 
performances and branching out?
• By looking at the stages they are 
all small in size and very basic
• LiƩ le to no changing rooms. Time.
• Cost
• Weather
• People might say no to helping 
out or performing if outdoors.
• Weather. Wind/rain can be 
distracƟ ng for audience and 
performer
• DistracƟ ng noises – cars
• Decent fl ooring
• LighƟ ng on dull or sunny days
19.   What kind space do you prefer 
when performing in an outdoor 
environment, eg closed, open? • N/A
• N/A • Close, hard to connect with 
audience if  they are far away in an 
open space
20.   When you translate your 
performance outside what are they 
key elements of your performance you 
no? ce that change?
• Weather. N/a • Profi le of the audience changes
• Audience might stay for as long if 
outdoors
• StaƟ c audience numbers go up if 
indoor performance
• Outdoor – more transient – more 
engaging
• Informality of being outdoors. 
Not so threatening if you want to 
leave
• Over pronouncing words, sound 
travel
• Volume higher
21.   In which kind of performance space 
do you feel be? er connected with the 
audience? Ie
a.       Light/ dark ligh? ng
b.      Level of stage. Elevate/ level/ 
lowered
c.       Distance from audience.
d.      Size of the space
• Close is scary but awesome • N/A • Audience within 1m or so
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22.   What do you think of the op? on of 
conduc? ng free short performances in 
the public realm as a means of gaining 
exposure for your discipline or upcoming 
performances?
• Great, creaƟ ng an 
excitement like a movie 
trailer would be good.
• Great, A taste of what the show 
could look like
• Any publicity is good
23.   What do you see as the main 
benefi ts of having an outdoor 
performance space or a performance 
space in the public realm?
• More shows, all Ɵ mes of the day.
•  BeƩ er exposure.
• n/a • Audience members love to try 
something diﬀ erent.
24.   How much infl uence does the 
audience interac? on and response 
have on your performance?  How can 
you make sure this is successful? (Size: 
people ra? o)
• A lot, They’ve paid to see your 
show
• Successful shows are shows that 
everyone that’s wants to go can go 
to them so being able to extend 
the crowds is important.
• Bad for performers
• PreƩ y awful if no=one turns up
• Packed houses feed the 
performers
• Huge for children’s theatre
• Stage needs to be level with the 
audience, many access points and 
isles to get to kids
• Decent backstage area
25.   What is the most important factor 
to your performances, What makes your 
performance?
a.       Set
b.      Acous? cs
c.       Audience
d.      ligh? ng
e.      the performers interac? on with the 
space
f.        Big enough stage
• Audience. If they are oﬀ  it can 
aﬀ ect the fl ow.
N/A - AcousƟ cs
26.   Would you be adverse to crea? ng a 
performance or performing in an site not 
generally associated with theatre such 
as a railway building, an old boat on the 
waterfront, in a tunnel, on rooŌ ops of 
buildings?
• Yes, cool to preform in any space 
that created a vibe that was 
diﬀ erent.
• Depends on type of event
• Open to new things,  but its 
about geƫ  ng large numbers
• Audience members love to try 
something new, creates an exciƟ ng 
feel before the show even begins. 
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27.   What sort of opportuni? es or 
barriers do you think this would bring 
for you?
• Diﬀ erent crowds, diﬀ erent people, 
diﬀ erent vibes. Barriers would be 
limited seƫ  ng, lighƟ ng 
• N/A • Correct fl ooring
• Backdrops
28.   Would It be of any benefi t of a 
collabora? on performance venue which 
is home to the Wellington Performing 
Arts and has informa? on on ins? tu? ons, 
classes, shows, workshops? a.       The 
Wellington Hub for the performing 
arts, or do you think these should be 
separate?
• The more people to get together 
and talk and share thoughts, the 
beƩ er 
• Defi nitely, Toi poneki (Wellington 
Art’s centre) are trying to do that.
• Especially in touch economic 
Ɵ mes you’ve got to really 
work smarter, not harder and 
collaboraƟ on is defi nitely the way 
to go.
• The more people you can get 
through one space the more 
adverƟ sing for performances, 
workshops.  If all in one space, 
more likely to try out other 
disciplines,
29.   How have you seen the popularity 
of dance increase and change in style 
over the last 10 years. ?
• Heaps and I hope it keeps rising 
and rising! As a musical actor the 
dancers a very main part and they 
are great to look at!
• Spark have done studies that 
show that dance is, I think it’s 
overall the fi Ō h most popular 
recreaƟ onal acƟ vity.
• And it’s all the forms of 
recreaƟ onal dance – like hip hop 
has been a huge part of that 
growth.  Then you’ve got the 
gyms are launching into Zumba 
and all that sort of stuﬀ .  And in 
terms of style, there are much 
more diverse styles.
• Now a part of the NCEA 
curriculum. The more they are 
exposed to it when they are 
younger the more likely they 
are to go to shows later on.
• In theatre, there are now new 
types of theatre which are 
pushing the boundaries or 
forth wall of theatre (In yer 
face theatre). OŌ en for these 
performances, the spaces need 
to be versaƟ le to surprise the 
audience members as much as 
possible.
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1. What styles of performance do you prefer to watch?
STYLE NO. OF PEOPLE Pay to see
DANCE
Hip Hop 29 19
Ballet 20 9
Contemporary 13 4
AcrobaƟ cs 8 1
Jazz 4 1
Salsa/LaƟ n 5 1
Tap 2 1
Ballroom 1
DRAMA
Solo Shows 0 0
Musical Theatre 19 11
NZ Plays 16 9
Shakespeare 4 1
Large ProducƟ ons 10 4
Comedy 24 14
Music
Musical Spectaculars 11 7
Jazz concerts 10 3
Rock/pop concerts 30 17
opera 4 1
Orchestra 6 5
Classical 4 2
Bands 26 12
APPENDIX 9.2 RESULTS FROM THE QUESTIONNAIRE
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2. What is your age range?
AGE NO. OF PEOPLE Female Male
15-18 9 7 2
19-24 11 6 5
25-34 11 5 6
35-44 7 3 4
45-54 6 2 4
55-64 6 3 3
2. What is your gender?
SEX
Female 26
Male 24
3. Do you par? cipate in ANY realm of the performing arts?If so, what style 
are you involved in?
no 26
Yes 12
Music
drame, hip hop, jazz, contemp
musical classical performance, Dance hip hop
Hip Hop
Hip hop dancer/ teacher, actress
Actor, producer, publicist
Contempoary dance
casula singer
brass band
4. How oŌ en would you a? end a theatre performance (small or large scale)?
FREQUENCY
221CHAPTER 9 APPENDIX
Twice a week 3
Once a week 1
1 -2 Ɵ mes a month 6
Once every 2-3 months 14
Once every 6months 10
Once a year 3
Once every two years 7
Never 
5. What are the main reasons for not a? ending performances more 
frequently? 
REASON NO. OF PEOPLE
Too expensive 27
Not interested in any of the performances 15
Performances are too long 2
Lack of Ɵ me 27
Easier to watch T.V 6
Caregiver responsibiliƟ es
Don’t have anyone to go with 8
Not sure of the performances that are on 21
Not enough modern day performances.ie out of the tradiƟ onal 
theatre context 7
Unwilling to pay for a performance you don’t know about 18
Other_____________________________ 2
interferring with sports
Lack of eﬀ ort
6. What would make you a? end performances more frequently?
Reason No. of people
Cheaper 22
Free snippets of shows available to get a preview 12
More frequently available 6
More easily accessible (by car or foot) 2
In a more contemporary context ie. out of the tradiƟ onal theatre 12
The performance area had restaurant and bar faciliƟ es aƩ ached 11
In the public realm so you come across them more spontaneously 
on your day to day rouƟ ne 23
Had childcare faciliƟ es
Had someone to go with 4
B.Y.0 alcohol and/ or food 8
Other______________________________ 1
More free Ɵ me 2
Later  at night
AdverƟ sed more!!!
7. Which theatres have you a? ended? 
Theatres No. of people
St James Theatre 25
Opera House 24
Bats Theatre 18
Downstage Theatre 18
TSB Arena 28
Victoria University –Memorial Theatre 28
Te Whaea Theatre (school of Dance & Drama) 14
Circa Theatre 18
Botanical Gardens 21
Wellington Performing Arts 10
7. Best and Worst/ why?
BEST/ Why?
Vic uni - inƟ mate but plenty of space 2
Down Stage - Size, close to performers, Good size, good shows, 
small, comfortable 3
Bats - InƟ mate/involves audience, aﬀ ordable, accessible, friendly, 
InƟ macy, atmosphere 6
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St James - All seats have a decent view, Comfort, The style, good 
atmosphere, biggest, tradiƟ onal stage and seaƟ ng 8
Botanical gardens -Unique and diverse, relaxed atmosphere,Tlk 
with friends, bring food, a bit diﬀ erent experience, casul, FREE, 
scenery/lights 8
Opera House - SeaƟ ng/ stage layout, Comfy seats. Able to see 
everything, tradiƟ onal 3
Circa -  small, can see
TSB - concerts, large open. 2
WORST/ Why?
Botanical gardens -not good for drama, to loud in an outdoor area
dependent on weather
TSB 27
impersonal, bad acousƟ cs, Unsuitable, too big and cold, empty,Hard to see 
the performers clearly from far back, Poor relaƟ onship to its surroundings, no 
character, boring space and atmosphere
AcousƟ cally average
Boring space and atmosphere
Opera House 1
Steep in some places unless you pay lots of money
Down stage -  Akward audience area and stage shape, too expensive, less 
inƟ mate 3
Crirca - Too far away from everything, impersonal 2
Wpac - less atmosphere
bats -  too small, not comfortable 2
8. Have you a? ended any outdoor performances? 
Netown FesƟ vle 1
Kilbirnie FesƟ val 1
Mirimar fesƟ val 1
Busking (friends) 1
Civic square 2
Botanical gardens music concert 17
 Buskers 4
Opera in the park - Nelson 1
Outdoor Movies (wellington + Nelson) 1
Nelson Jazz fesƟ val) 1
Frank KiƩ s Park - carols by candlelight 2
Cuba Street fesƟ val 5
Waitangi Park 1
Vic theatre Ampitheatre 1
Big Day out 2
Westpac stadium
Te Papa - Dance week
fuse circus - queens wharf
waterfront buskers
womad
Mission concert 2
westpac stadium
NO 11
9. If there were more performances in the public realm, when would you 
consider stopping and engaging?
Time no. of people
On the way to work/ school 2
On the way home from work/school 16
In your lunch break 17
In the Evening 26
In the weekend 34
In any leisure Ɵ me you have ie shopping, socialising, exercising 21
Other_____________________________
weekend nights
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10. What factors would encourage you to stop and watch the performance
Factors to encourge you to watch a performance no. of people
It was on the path of the direcƟ on you were heading 24
It could be seen from up close or a distance (while you are 
wandering past) 18
MulƟ ple seaƟ ng opƟ ons available so you could arrive without 
disrupƟ ng the performance 27
MulƟ ple access and exit points onto the site of the performance. 20
Sheltered areas 21
Other_______________________________ 2
Could hear and see from diﬀ erent vantage points
11. What factors would determine how long you would stay in vicinity of the 
performance space/ area
Factors determning how long you would stay no. of people
Shelter 28
SeaƟ ng 30
Constant entertainment 18
Exercise faciliƟ es
Café/ Bar/ Restaurant 20
AmeniƟ es close by (retail, food, parking, entertainment) 13parking x 2
Close to the area you were heading too 7
OpƟ on of diﬀ erent forms of entertainment. 8
Indoor opƟ on as well as outdoor 6
Other____________________________ 1
Ɵ me available - performances for Ɵ me with other commitments???
12. What spaces would you consider as good outdoor performance venues? 
What areas do you enjoy spending ? me in? 
Outdoor performance venues no. of people music drama dance
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Waitangi Park 15 16 5 10 46
Taranaki St Wharf (Macs Brewery) SeaƟ ng, large space 7 9 5 10 31
Rowing Club pond 7 6 3 3 19
Plimmer Street Steps 2 2 2 3 9
Queens Wharf – events Centre 4 5 5 7 21
Civic Square- easy access spot with seaƟ ng 13 8 7 14 42
Te Aro Park (pigeon park) 3 4 3 2 12
Te Papa Outdoor theatre 4 4 6 6 20
Midland Park 5 6 3 3 17
Frank KiƩ s Park 9 9 8 7 33
Lambton Quay - too busy 4 5 2 11
Cuba Street - lots of foot traﬃ  c 14 11 5 9 39
Train StaƟ on Area 3 7 1 5 16
Botanical gardens 13 13 7 11 44
Overseas Terminal Area 4 1 1 6
Oriental Bay 7 6 3 2 18
WHY?
BeauƟ ful spaces
ambience - open space
Close to work/transport
Areas are not too out of the way
Big area where a stage can be set up
outside stadium before games
easy access
13. What sort of adver? sing do you fi nd works for you or will work for you 
to draw you into seeing a show? 
Type of adver? sing no. of people
Posters 27
Word of mouth 27
TV ads of the show 9
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Small live excerpt of the performance 11
Internet 18
Seeing a previous performance by the same people 20
Free live performance in the public realm 12
Other_________________________________ 1
Newspaper
Ticketek oﬃ  ces
14. What would you consider to be the key elements to contribute towards 
an enjoyable, performance in the public realm? 
Elements for an enjoyable performance no. of people
Sound quality 30
Having a good view 35
Having a set place to sit 13
Being able to choose where you sit 19
Availability of food and drink 13
Having alteraƟ ve areas to entertain kids
Ability to leave when desired without disrupƟ on 24
Childcare faciliƟ es
It Being Free 13
Other_________________________________
15. What would you consider a? ributes that contribute towards a successful 
SITE for a performance venue? 
a? ributes for a successful site no. of people
Good access for vehicles ie. parking 18
Good access for walking. Away from traﬃ  c 27
Low surrounding noises 19
In a populated area for safety 8
Close to public transport 25
Performance space is a desƟ naƟ on point. Have to travel to 
desƟ naƟ on. 2
Performance space is placed in a circulaƟ on path. No end point, 
you walk through the performance 11
Close to restaurant, bars, supermarket, retail etc 18
Clearly idenƟ fi able from a distance 11
Sheltered areas leading to the site 9
16. What is the most posi? ve and nega? ve aspect for you of the Wellington 
performing arts scene 
POSITIVE
Large variety oﬀ ered 13
There are many venues for small scale performances that are free in bars
Every show is amazing, Exelent venues for performances. Many well known 
performers
Unique/ diverse
RelaƟ vely high number of venues per populaƟ on. Diverse scenes
The number of events to choose from
AdverƟ sing Is done really well
Good talent
So much being developed and on oﬀ er
Venues are accessible around Wellington
professional and hihg quality
innovaƟ ve and edifying
DIY, Amateur, trying new things
Lots always going on, good calsses such as raising the barre
Various sites
Culture and density
locaƟ on
NEGATIVE
Seem to be spread around the city with no central point
There is not good communicaƟ on of performance events
Cost 7
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There needs to be more free events
So expensive, not much variety in types of concerts, more internaƟ onal acts 
are needed
Closed away, based on word of mouth, liƩ le interacƟ on
Lack of small scale outdoor performance spaces
Timing clashes - short runs of shows
TSB arena: I will never go to another event there. Poor seaƟ ng, deadful 
building, sound not good
Central locaƟ ons
Not enough performances throughout the year 2
Too expensice
Not living in central city
Need more niche styles of dance
Not enough funding avaliable
Miss internaƟ onal acts
Lack of interest in the performances 2
not enough frequencyand variety
poorly rated shows. Like to have an idea what to expect with content 
parƟ culary nudity
diﬃ  cult toknow whats good and whether worth paying for
Too many similar dance performances eg ballet and contemporary companies, 
not enough professional modern dance companyts
some areas hard to get too. Ie huƩ  valley
Lack of parking
hard to know whats on unless you know where to look
17. What is your preferred style of performance venue to watch a show? 
Perferred venue no. of people
Outdoor amphitheater 23
Classical Theatre 5
Small InƟ mate theatre 14
Modern contemporary theatre 12
Street Performances 6
Outdoor projected movies 13
Arenas/ stadium 8
Bars/ Clubs 13
In innovaƟ ve places not associated with a tradiƟ onal theatre. 7
Causal seƫ  ng such as foyers etc 1
18. What do you like most about a? ending a live performance
Best quality no. of people
It is a sense of occasion 30
Unique 7
It has an element of spontaneity 8
Feel  a sense of connecƟ on  to the performers 13
Get out and about and make an evening of it 15
Other________________________________
The wonder of live performance, unedited. AppreciaƟ on of the amazing talent 
there is in the arta
19. When you go to a public area (eg. waterfront) what are the main 
reasons? 
Reason no. of people
Exercise 25
Running 10
Cycling/scooter 3
Fitness exercises 1
Walking 12
EaƟ ng lunch 22
Passing through 27
Work near by 12
Outdoor/fresh air 17
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Tourists aƩ racƟ ons 3
Dining at restaurant/café 16
Vegetable market - Sundays 12
MeeƟ ng somebody 19
Chill out Ɵ me 13
20. As an audience member, what are the top 2 aspects of the performance 
space that are most important to you?
1
quality of view and audio 12
Distance I am from performers
Clealry laid out seaƟ ng - good view
SeaƟ ng - see whole stage
Visual interacƟ on/ diveristy
Good acousƟ cs 3
Good seaƟ ng 3
Good view/ Sound
Being  able to see the whole performance the whole Ɵ me
Being able to see 2
accerssible ans spacious
Close to public transport
Good site lines
Proximity to performance, close is beƩ er
SeaƟ ng or actual space to stand in
immersiveness
comfotable seat and good view of stage
large area to house everyone
seaƟ ng if long performance
2
A feeling of involvment with what happens
Food or drinks can be taken in eg icecream
Sound (acousƟ cs) of the space. Ie size for performance ‘size’
AcousƟ cs - sound, volume, no echo or bad acousƟ cs
Environmental aspects - lighƟ ng, warmth, noise
Good relaƟ onship between the stage and the audience areas
Good sound
Confortable seaƟ ng with reasonable legroom
Shelter 2
Not being cramped
close to public transport
Doesn’t cost too much
good Audio 2
Space makes you feel involced or part of the performance
intermission half way through
How space aﬀ ects sound quality
ability to come and go without disrupƟ ng performance
comfort. Ford, drinks, seat 2
Food and drink avalible
comfort. 
View to performers
stage set up
21. What is your desired sea? ng posi? on when you are watching a show? 
Sea? ng posi? on no. of people
1 19
2 9
3 2
4 1
5 8s
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22. Would you consider alterna? ve sea? ng arrangements aside from the 
tradi? onal ones set out above?  
Sea? ng arrangments no. of people
No, I like the tradiƟ onal seaƟ ng arrangement 4
The audience walks through the performance, no seats (short and 
informal performances). 12
The performance is surrounding you and audience is placed in the 
center. Have to move around to view performance.
10
The seaƟ ng is adaptable and may change throughout a 
performance or for diﬀ erent performances. 21
There are opƟ ons to sit down on ledges, steps, ramps. Casual 
seaƟ ng to enjoy the performance. 25
Other______________________________
23. What would be the ideal ? me of week to a? end a performance? 
Time of week no of people
Lunch Break during the week 3
Sunday – Thursday evenings 17
Friday, Saturday evening 32
Saturday/ Sunday dayƟ me 14
24. What do you think of having a collabora? ve performing arts venue in 
Wellington that houses any sort of performance, indoors or outdoors as well 
as providing informa? on on classes, lessons, events, shows on anything else 
in the performing arts?
Yes, I would defi nitely ulƟ lise the faciliƟ es 33
NO, I think wellington has already got it sorted 1
I prefer that all the disciplines are separate.
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It is important to look to the The Wellington Waterfront Framework, Report of the waterfront leadership group, April 
2001 as the site is in the precinct. This report outlines the framework that sets out the vision, values and principles 
that will guide the development of the waterfront. All projects that are considered for this precinct need to take 
this framework into consideraƟ on so that building consistency and language is conƟ nued along the waterfront. The 
character of the whole waterfront provides a richness and cohesion that is central to its development. However, within 
the wider waterfront, each area has its own character that relates to both the built form and the open spaces and 
refl ects the close proximity of the area to the central city.
The following aspects need to be considered as outlined in the report (reference)
1. City to waterfront connec? ons
 The waterfront needs to be accessible and connected to the city and sea at all Ɵ mes of day and night.   
 Improving pedestrian access across the heavily-traﬃ  cked “quays” is criƟ cal to the success of the waterfront  
 development.
2. Historical and contemporary culture
There is a need to refer to the natural ecology, the Maori history and the industrial mariƟ me heritage as well 
as the central city.
 
3. Promenade
The promenade is the spine of the waterfront – it connects the diﬀ erent parts and should be a shared pathway. 
The promenade should also be recognised as a part of the city and an extension of the wider city fl ow of 
pedestrians. There should be opportuniƟ es for buildings to open out onto the promenade
and provide diﬀ erent levels of acƟ vity along its length. The promenade at the water’s edge needs to be 
enhanced to allow people of all abiliƟ es to access the water at various points.
4. Diversity
All kinds of diﬀ erent people want to use the waterfront at diﬀ erent Ɵ mes of the day and night, for diﬀ erent 
acƟ viƟ es in diﬀ erent areas. There are spaces for large crowds to gather, and spaces for more inƟ mate 
meeƟ ngs. There are spaces such as the promenade that allow people to move through areas. Public spaces 
should support uses that can contribute to the vitality, safety, recreaƟ onal potenƟ al, shelter, comfort and 
social inclusiveness of the waterfront. In addiƟ on, there must be fl exibility to allow for uses to change over 
Ɵ me. Mixed uses for buildings and spaces will help bring people to the waterfront 24 hours a day, seven days 
a week, which will also have safety benefi ts in terms of informal surveillance.
APPENDIX 9.3 COMPLYING WITH THE WELLINGTON WATERFRONT FRAMEWORK
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5. Experience of space and openness
This openness is expressed through a series of open spaces including the water’s edge
promenade, views and sight lines between these spaces and between the city
and water. 
Principles:
• The harbour is the primary open space on the waterfront.
• There will be a network of paths throughout the area.
• A series of diﬀ erent open spaces that cater for diverse uses and acƟ viƟ es will predominate.
• There will be a variety of open spaces – some green, some sheltered and some paved. Important views and vistas from 
the city to the sea will be protected and important new ones created.
• Buildings will support the open spaces, both in their design and their associated uses and acƟ viƟ es.
• There will be beƩ er pedestrian access from the city to the waterfront. There will be beƩ er access points for pedestrians, 
for example from Post Oﬃ  ce Square to Queens Wharf.
• The waterfront needs to be linked to the rest of the city, in terms of both physical access and visual links such as views 
and signage.
• There should be opportuniƟ es for people to gain access to and from the water.
• There should be good access from the water to the waterfront area.
Key features of the waterfront:
• Heart of the waterfront, refl ecƟ ng working wharf and mercanƟ le history
• Outer-T a special and unique site – compeƟ Ɵ on to explore opƟ ons for an “iconic” structure
• Cruise ships and other vessels encouraged to use Queens Wharf
Promenade
The promenade is conƟ nuous – stretching from the Railway StaƟ on to Oriental Bay and following the water’s edge 
for most of this distance. These two points are key gateways to the waterfront.. The opportunity to enhance these 
diﬀ erences should be taken to allow for a variety of experiences as people move along the promenade. Shelter, seaƟ ng 
and acƟ viƟ es should be provided along the route.
Rela? onship of buildings to open spaces
 Buildings should contribute to the open spaces of the waterfront. The ground fl oors of buildings should be predominantly 
accessible to the public. Buildings should have “acƟ ve edges”. Windows and doors at ground level allow people to 
interact with acƟ viƟ es within the building. The buildings and their acƟ viƟ es should be focused outwards to address their 
surroundings and generally contribute to the acƟ viƟ es and life of the waterfront. Buildings on the waterfront should be 
in “scale” with their surroundings. Scale may mean buildings are the same height, but it may also mean they are diﬀ erent 
heights and sizes. However, there will be strong proporƟ onal relaƟ onships between them. 
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Shelter and sunlight 
The combinaƟ on of sunshine and shelter is a key ingredient of successful open space 
Sheltered spaces are important so that people can use the waterfront in a variety of weather condiƟ ons
The detailed design of spaces should take into account the prevailing winds and when a given public open space is likely 
to be used most.
Building rela? onship to open spaces
 New buildings in this area will also have a range of uses, and could include recreaƟ onal, retail, commercial, residenƟ al 
and insƟ tuƟ onal uses. An extension could be built around the back of the Events Centre to provide a more appealing 
and acƟ ve edge to Frank KiƩ s Park.
Frank Ki? s Park
This is a large green park and a centre for outdoor acƟ viƟ es both on and oﬀ  the water. There is also need for improvements 
at the end of the Events Centre where this work is seen as a priority.
Pedestrian access BeƩ er and easier pedestrian access is needed to the park from across the road. One opƟ on to be 
explored is a bridge from the park to the parking building above the petrol staƟ on on Jervois Quay.
Promenade There is an opportunity to do more with the water’s edge, both to make it possible for people to actually get 
to the water from the park and to enhance acƟ viƟ es on the water by creaƟ ng an “intermediate harbour”. This could be 
by means of a breakwater, or pontoons or other alternaƟ ves.
Open space While no major work is proposed for the main part of the park, it is recognised as major green open space. 
It provides visual relief from the predominantly hard surfaces of the adjacent central city.
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This brief provides a framework for the design of furniture for the public open spaces on the waterfront.  The principles 
outlined provide a basis that could be expanded for each area in terms of seaƟ ng, lighƟ ng, bollards and barriers. How shade 
and shelter devices can be incorporated will need to be considered. Any new elements need to relate to a “family of elements” 
for the waterfront as a whole, with the main link being the consistent furniture along the length of the promenade. 
THE FRAMEWORK 
The Wellington framework has a number of inter-linking themes that need to underpin all development on the waterfront, 
these include: 
• Historical and contemporary culture 
• City to water connecƟ ons 
• Promenade 
• Open space 
• Diversity 
The furniture needs to relate to these themes in parƟ cular the historical and contemporary culture theme. “There is a need to 
refer to the natural ecology, the Maori history and the industrial mariƟ me heritage as well as the central city in determining 
the character of the respecƟ ve areas and the components and elements that make up those areas”. 
The framework is also clear about the detail of furniture on the waterfront: 
“People are more likely to occupy a space if seaƟ ng, lighƟ ng and other furniture is provided. 
Furniture should be seen to be consistent throughout the waterfront and used to enhance the idenƟ ty of the area and the city 
as a whole. There should be a range of diﬀ erent seaƟ ng types. 
LighƟ ng is an integral part of the public space design. It gives the opportunity to create special night-Ɵ me eﬀ ects within the 
waterfront. FuncƟ onal lighƟ ng to meet safety standards is important, but specifi cally designed lighƟ ng is desirable throughout 
the waterfront. ConsideraƟ on should be given not only to the night-Ɵ me lighƟ ng eﬀ ect but also to the day-Ɵ me appearance 
of lighƟ ng standards, which may also be used to support banners or signs to enrich the public environment. In addiƟ on to 
observers on the waterfront, lighƟ ng design should consider people observing the area from other vantage points around the 
harbour and surrounding hills”. 
1
STATEMENT OF PHILOSOPHY 
The furniture on the waterfront needs to refl ect the pre 1840 history of the area as well as the industrial and nauƟ cal elements 
of a working wharf on the edge of a city. It employs the elements of metal and Ɵ mber and the elements used to connect them 
such as bolts, chains and plates. These are expressed on the waterfront in four main forms: 
APPENDIX 9.4 WATERFRONT FURNITURE DESIGN BRIEF
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• Planks (ship/wharf decking) 
• Balls (buoys, bollards) and; 
• Plates (cranes, ship hulls) 
• Masts (cranes, ship masts) 
All elements are strong, bold and robust. Salvaged Ɵ mber and materials are used when available, to maximise their eﬀ ect and as 
appropriate to their purpose. 
CHARACTER AREAS 
On a broad scale, there are two main elements of the waterfront. These can be expressed in terms of their relaƟ onship with the 
water as either; 
• The promenade which is at the water’s edge and is seen as the spine of the waterfront. It is of mariƟ me character, oŌ en 
expressed in a robust industrial manner. 
• The individual areas which are mariƟ me in nature but they also need to relate back to the city and form a transiƟ on 
between the water and the city. 
Within this, there will be other micro-spaces which have their own idenƟ ty and need to be expressed in the furniture elements 
and the materials used. 
The pre-1840 history could be referred to by looking at Maori mariƟ me references. Examples could include anchors, which could 
be used as seats, triangular sails which could be incorporated into shelter. 
The promenade is characterised by: 
• Robust, “chunky” elements with a nauƟ cal theme 
• The promenade at waterfront edge is emphasised with simple, repeated elements 
• Ground surface materials which refl ect where appropriate the Ɵ mber wharf sub-structure underneath (use of asphalt 
between Ɵ mber edges, rocks, stones) 
• Benches at the waters edge generally open to the sea (with backs to the city side) 
• VerƟ cal lighƟ ng elements using masts/plates/cranes theme for lighƟ ng of large areas 
• Feature lighƟ ng incorporated into elements such as bollards, bridge beams (more subtle use of lighƟ ng to illuminate 
individual spaces) 
• Railings (where required) at the waters edge similar to ships railing 
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These individual areas are characterised by: 
• Elements which relate to the proximity of the city which they are adjacent to, and may include hard paving, grass, 
trees etc 
• LighƟ ng to refl ect this seƫ  ng 
• A variety of seaƟ ng of a less chunky nature, which can be used by diﬀ erent people. Heights of seats and the 
inclusion of backs to be considered. 
• Use of the original waterfront gates/fences where appropriate as a transiƟ on between the waterfront and the city 
MATERIALS AND DETAILS 
Material and details should refl ect the idenƟ ty and history of an area, to emphasise its waterfront relaƟ onship to the city. 
Materials along the water’s edge should generally be large secƟ on, robust and industrial in nature, whereas those in the 
rest of the areas should be more urban in scale and appearance. 
Waterfront materials could include: 
• Paving/ground surface – Ɵ mber decking/edging, web graƟ ng, asphalt, rocks, stones 
• Railings and bollards – Ɵ mber beams (at waters edge), metal railings (similar to ship railing), original gates and 
fences (at interface with the land), metal balls 
• Benches/seaƟ ng – Ɵ mber beams 
• LighƟ ng – metal frames with plates 
More urban materials could include: 
• Paving – unit paving, concrete, asphalt, exposed aggregate fi nish 
• Bench seaƟ ng, more urban form relaƟ ng to city with references to waterfront 
• Railings/fences (including original gates/fences at waterfront/city interface) 
The aƩ ached sheet 1 shows the elements which have been used to date in the promenade area at Taranaki St Wharf. 
A family of elements needs to be developed for each area while relaƟ ng to the wider waterfront to create a strong 
waterfront idenƟ ty. 
1 
“Lambton Harbour Street Furniture Elements, Dwg No. 98.42 sk 1a, prepared by Athfi eld Architects Ltd” 
3
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ATTENDANCE  TO THE THEATRE IN NEW ZEALAND
- Live theatrical Performance Presented by professional and amateur theatre companies
Proportion of Adults Attending Theatre Performances....
This can be explained in part by the cost of attending theatrical perfor-
mances, and by the levels of disposable income available to people 
within each income group. 
By Annual Income
0%       10%     20%      30%      40%  
Annual
 Income $
Under $15,000
15,000 - 29,999
30,000 - 49,999
50,000 +
URBAN RURAL
35% Of Wellington’s Adult population experiencing a performance
Characteristics of Theatre Goers 
FEMALE 59%
AGE: 33 + (65%)
EUROPEAN/ PAKEHA (84%)
TERTIARY QUALIFICATION (58%)
EMPLOYED (70%)
LESS THAN $15,000 INCOME (35%)
LIVE IN URBAN CENTRES (74%)
AUCKLAND (29%)
CHRISTCHURCH (17%)
WELLINGTON (15%)
INCREASED BECAUSE OF...
International Festival of the Arts 
Other regions 20 -30% people aged 15+ attended
Attended from both Rural and Urban
APPENDIX 9.5  INFORMATION INTERPRETED FROM THE 2001 CENSUS ON THE ATTENDANCE TO THEATRES
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Number of Performances attended Barriers to attending theatre performances Barriers to attending theatre performances 
Of the estimated 752,000 people who attended performances
Interest in New Zealand Productions
The interest in New Zealand plays was :
highest among people aged 45–54, 
where 73% were either very interested OR somewhat 
interested in attending performances. 
75% Already attended
1 - 2 Performances
17%
10%
Attended  3 - 4
Attended 5+ 
Of the people who attended performances in the last 12 months
Women comprised 2/3 of the (5+ ) category
37% Wanted  to attend MORE often but.......
LACK OF TIME (42%) 278,0000
COST OF TICKETS (42%)
NOT BEING AVAILABLE LOCALLY 
(16%)
CARE GIVER RESPONSIBILITIES %15
OTHER ASSOCIATED COSTS (7%)
Limited SELECTION (7%)
TRANSPORT PROBLEM (7%) 
COST OF TICKETS (42%) 
LACK OF TIME (33%)
CAREGIVER RESPONSIBILITIES 
(18%)
NOT BEING AVAILABLE LOCALLY 
%16
TRANSPORT PROBLEMS (11%)
OTHER ASSOCIATED COSTS (9%)
DISABILITY (7%) 
Of the estimated two million people who had not attended a 
live theatrical performance in the 12 months.................
16% 332,000 People would have liked too but......
NOT HAVING ANYONE TO GO WITH (5%)  17,000 people
 260,000 People  (22%) VERY INTERESTED
537,000  People (45%) SOMEWHAT INTERESTED
323,000 People (27%) NOT INTERESTED
78,000 People (6%) NO OPINION
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ATTENDANCE  TO THE THEATRE IN NEW ZEALAND
- Live theatrical Performance Presented by professional and amateur theatre companies
CENCUS - STATISTICS NEW ZEALAND
Proportion of Adults Attending Theatre Performances....
In the 12 months leading up to the survey, an estimated 
752,000 people, or 27 percent of New Zealand’s adult 
population, attended a theatrical performance
A higher proportion of women (32 percent) than men (22 
percent) attended.
Theatre attendance was highest for people aged between 35 
and 64
In the previous 12 months By Ethnicity
0% 10% 20% 30% 40% 0        10%       20%     30%  40%  0% 10% 20% 30%  
15 - 24
25-34
35-44
45-54
55-64
65
Age
European/
 Pakeha
Maori
Pacific 
Island
Other
About 30 percent of European/Päkehä attended a perfor-
mance, with smaller proportions of Mäori (18 percent), 
Pacific peoples (19 percent) and people from ‘other’ ethnic 
groups (19 percent). 
Ethnicity
By Highest Educational Qualification
None
Secondary
Tertiary
Highest 
Educational 
Qualification
A higher proportion of people with qualifications attended 
theatrical performances than those without. Nearly a third 
of people with a tertiary qualification, and more than a 
quarter of those with a secondary qualification, attended, 
compared with 17 percent of those with no qualifications
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LACK OF TIME (42%) 278,0000
COST OF TICKETS (42%)
NOT BEING AVAILABLE LOCALLY 
(16%)
CARE GIVER RESPONSIBILITIES %15
OTHER ASSOCIATED COSTS (7%)
Limited SELECTION (7%)
TRANSPORT PROBLEM (7%) 
Characteristics of Theatre Goers 
FEMALE 59%
AGE: 33 + (65%)
EUROPEAN/ PAKEHA (84%)
TERTIARY QUALIFICATION (58%)
EMPLOYED (70%)
LESS THAN $15,000 INCOME (35%)
LIVE IN URBAN CENTRES (74%)
AUCKLAND (29%)
CHRISTCHURCH (17%)
WELLINGTON (15%)
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PARK DESIGNED TRANSITION 
SPACE
CAR ALLEY 
Cuba Street
Water front promenade
Civic Square
Waitangi park
Midland park
Frank kits park
Pigeon  Park- Te Aro park
TYPOLOGIES WITHIN WELLINGTON
Behind reading Cinema
Top of Lombard carpark
Railway sta? on
Beside Te Papa and Waitangi park
Plimmer Steps
Between Dixon and -Guzhnee
Ambient Noises
Generally parks are areas where people 
enjoy leisure Ɵ me, whether it is lunch or 
exercise. They generally in more peace-
ful areas where people can relax. Trees 
and plants are used to diﬀ use the noise
Demographic
Parks aƩ ract a diverse range of people 
from exercise people or people having 
lunch, children playing.
Time of day the space is used
Parks are an area that are used during 
the day mostly and not so common an 
area to linger in at night Ɵ me. It is more 
a desƟ naƟ on area not necessarily a 
transiƟ on space
 Accessibility to the site
Most public parks are there because 
they are easily accessible by the public 
for use
Public Circula? on
Most parks are design so they generally 
have mulƟ ple paths through the space 
to allow for choice
Exis? ng furniture or Infrastructure used
Most parks are made up of mulƟ ple 
levels throughout the whole area. This 
allows seaƟ ng opƟ ons and choice. They 
also contain steps which acts as a transi-
Ɵ on space as well as seaƟ ng
Ambient Noises
There is a  lot of people in the spaces but 
usually surrounded by buildings so there is 
not much vehicular noise.
Demographic
As it is a transiƟ on space anyone uses it. 
However usually these types of transiƟ on 
spaces are chosen because it provides a lei-
surely journey, not necessarily the quickest.
Time of day the space is used
As early as 6am with people exercising, 
then people at heading to work, during 
the day with parents, elderly, tourists, the 
lunch Ɵ me rush. Then as a transiƟ on space 
aŌ er work and for exercise too
 Accessibility to the site
As they are transiƟ on spaces, they are large 
open spaces which are easily noƟ ced and 
accessible
Public Circula? on
They are very wide large spaces which 
guide people to a space, generally there 
is not too much choice as it is a transiƟ on 
space
Exis? ng furniture or Infrastructure used
As it is transiƟ on space there can’t be to 
much urban furniture in the route as it 
would block traﬃ  c. In these spaces there 
are levels, seats and gardens on the edges 
of these transiƟ on routes.
Ambient Noises
As it is a car park there would generally be 
a lot of car noise as it would be situated 
close to a road for ease of access.
Demographic
People who work within the CBD generally
Time of day the space is used
Early in the morning and in the evening it is 
most acƟ ve
 Accessibility to the site
Very accessible by car, however not as 
pedestrian friendly to access the site
Public Circula? on
Large open space, so there is not real circu-
laƟ on route. This would have to be created 
in the design
Exis? ng furniture or Infrastructure used
A series of levels/ storeys, apart from that 
, there is no exisƟ ng urban furniture, this 
would have to be established in the design.
Ambient Noises
Situated between a series of buildings 
on each side that are at least 4 stories 
high. This blocks out any vehicular 
traﬃ  c
Time of day the space is used
Not used that frequently as it is not 
as a desirable space to travel through. 
It is a more eﬃ  cient way from geƫ  ng 
from A - B.
 Accessibility to the site
These sites are generally situated oﬀ  
a main transiƟ on routes and the alley 
way is the secondary path. They are 
someƟ me hidden and not visible from 
street.
Public Circula? on
Large open space, so there is not real 
circulaƟ on route. This would have to 
be created in the design
Exis? ng furniture or Infrastructure 
used
A series of levels/ storeys, apart from 
that , there is no exisƟ ng urban fur-
niture, this would have to be estab-
lished in the design.
APPENDIX 9.6 TYPOLOGIES IN WELLINGTON
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